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Abstract 
The portrayal of film characters' inner experience ensures a level of audience 
engagement often precluded in primarily plot-driven narratives. Yet, there is 
a prevailing notion that interiority is the exclusive domain of literature. To 
counter this pedagogy, the thesis explores how filmmakers can externalise 
dream; the unconscious; emotional journeys, and the realm of the imagination 
through cinematic language. 
The study draws on a theoretical framework that incorporates psychoanalytic 
film theory, neo-formalism and literary theory, and which engages to some 
extent with authorship. The compatablist methodological approach draws on 
these modes of analysis, while systematically bridging theory and practice. 
The thesis dovetails with a creative component - the screenplay of Zinzi and 
the BoondogZe, a children's feature film. Through this case study, the thesis 
examines the largely undocumented relationship between film theory and 
analysis on the one hand, and screenwriting and film production on the other. 
The research explores a number of areas germane to the screenplay, starting 
by uncovering innovative ways in which dreams can illuminate character 
interiority. It finds that animation, in its ability to render visible the 
metaphysical, is a compelling means of screening inner processes. Jan 
Svankmajer blends live action filmmaking with animation to bespeak the 
interpenetration of the conscious and unconscious realms. Hayao Miyazaki 
uses anime to construct otherworldly realms that reflect adolescent girls' rites 
of passage. In films that draw on Mrican storytelling, animation is shown to 
make manifest the imaginative realm. Finally, the adaptation of the 
screenplay Zinzi and the BoondogZe into a novel tests ways in which cinema 
and literature can divergently - but equally - evoke characters' interior lives. 
The thesis counters the pedagogy which insists that film is suited only to 
external action. Rather, the research reveals potent cinematic means of 
evoking oneiric and fantasy lives - bridging the traditional chasm between 
film theory and praxis and inviting further meetings between these 
discourses. 
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CHAPTER 1 
Introduction and Thesis Outline 
1.1 Introduction 
1.1.1 The precept 
The most gripping moments of films for me are those that locate me within a 
character's head, in a way that I feel part of the screen persona's inner and 
emotional journey. In watching screen characters' journeys, from the dour 
Isak Borg in Ingmar Bergman's Wild Strawberries, 1957, to the petulant Chihiro 
in Hayao Miyazaki's animated feature Spirited Away, 2001, there have been 
times when I have been utterly transported, as if I myself were experiencing 
their states of mind. So for as long as I can remember, this has been my 
burning question: how does a filmmaker transpose character interiority into a 
cinematic experience? 
Through my work as a screenwriter and a filmmaker, I have become aware 
that while characters' dialogue and dramatic action can be written into a 
screenplay, their interior lives need to be further communicated by the 
filmmakers on the screen, via film components such as performance, 
cinematography, sound design and editing. It is possible for a screenwriter to 
hint at a character's inner life on the page, but this life is only fully realised in 
translating the page to the screen. Should this translation process fall short, 
, 
the end result is in danger of being blandly plot-driven - resulting in minimal 
audience identification. 
I am interested in the practical nature of this transferral process. Therefore, 
each chapter of the thesis includes an addendum entitled "Implications for 
Zinzi and the Boondogle", in which I consider the impact of my academic 
research on the making of the film. It is my intention that the two parts of the 
project should be integrated and coherent. I include here a short synopsis of 
Zinzi and the Boondogle to contextualise my focus on the portrayal of dream, 
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fantasy and imaginative realms as specific aspects of interiority. The full 
screenplay is included as an appendix. 
1.1.2 Zinzi and the Boondogle - a synopsis 
Zinzi is just twelve when her mother dies, leaving her to raise her two 
younger brothers and her three-year-old sister, Leila. She is terrified of the 
responsibility but promises her mother that she will keep the family together. 
Her mother tells Zinzi that her heart will guide her in her task. But Zinzi is so 
caught up in her anxiety that she is emotionally paralysed. 
Zinzi's first worry is how to pay the rent for their tiny home and she 
undertakes to bead tourist badges for the landlady's curio shop. She beads 
late into the night and, in her exhaustion, she muddles the designs for the 
baboon, dolphin and eagle icons that appear on the badges. 
Her desperate tears fall onto the badge and a live mutant "Boondogle" is 
created. Speaking in riddle and rhyme he offers to conjure up the remaining 
badges. Frantic to meet her deadline, Zinzi agrees - and so is trapped into a 
complex relationship with the Boondogle. Over the next weeks, Zinzi relies 
more and more on the Boondogle's magic to secure her family, while the 
Boondogle's power feeds on her fear - without which he cannot remain in the 
Real World. 
During each visit the Boondogle grows in strength and his threat to Zinzi 
looms larger. On the third visit, in a final bid to secure his life on earth, the 
Boondogle kidnaps Leila, hoping this will consign Zinzi to a state of indefinite 
fear. 
But Zinzi and her brothers are determined to rescue Leila, and embark on an 
extraordinary journey across Cape Town - over the sea to Robben Island, and 
up to the highest crags of Table Mountain. They meet with baboons, dolphins 
and eagles, who challenge them to overcome their debilitating fear and who 
provide them with gifts that prove vital to their mission. 
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Late in the day, in a chilling turn of events, the children find a bead effigy of 
Leila amongst the dolls for sale in the curio shop. The only way to save her is 
to enter the Boondogle's Bead World - a dangerous, seductive realm - and to 
return before sunset. Zinzi's brothers soon succumb to temptation and fall 
under the spell of the Bead World, and when Zinzi finds her little sister, it 
turns out that Leila too has been entranced. 
It is only by appealing to her mother's memory, that Zinzi is able to wake her 
siblings from their daze. But the Boondogle makes his appearance just as the 
sun is setting, and triumphantly declares that they will remain there forever, 
trapped in their bead bodies. In the nick of time, Zinzi remembers the 
animals' gifts, which combine to spirit the children back to the Real World. 
However, back in the Real World, the Boondogle continues to plague the 
children. He begins to undo the magic that created the badges - so 
threatening to leave the children destitute once again. Zinzi finally realises 
that she holds the key to the Boondogle's power, and using the inner strength 
gained throughout her journey, confronts her fear. 
In the final climactic scene, pitting her resolve and love for her family against 
the Boondogle's might, Zinzi destroys the Boondogle. The family is together 
again; and no longer overwhelmingly afraid, Zinzi's love for life is rekindled. 
1.1.3 A poor cousin to written fiction? 
Through the dual-structure of the thesis I exaffiine - on both theoretical and 
practical levels - the problem of how to dramatise the inner lives of 
characters. A novelist may do so by means of stream-of-consciousness, inner 
soliloquy or through the description of thought. Cinema too has long-
standing methods whereby it attempts to grant access to the protagonist's 
state of mind through the actor's behaviour and speech, subjective sound, and 
through subjective imagery such as flashbacks and dreams. David Bordwell 
and Kristin Thompson discuss standard means through which a film may 
plunge the viewer into the character's mind: "We might hear an internal 
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feelings, and imagination) to their respective methods of 
handling conventions, time and space. (20) 
Bluestone insists that the rendition of mental states - memory, dream, 
imagination - cannot be as adequately represented by film as by language: 
"If the film has difficulty presenting streams of consciousness, it has even 
more difficulty presenting states of mind which are defined precisely by the 
absence in them of the visible world" (47). I do not contest the difficulty of 
rendering mental states in cinematic terms: after all, it is this very challenge 
that my thesis investigates. But I do take issue with Bluestone's insistence 
that written language is so much better suited than film for conveying 
thought (47). Instead, I would argue, film merely employs differing means for 
conveying mental states. Cinema's realisation of interiority in spatial terms 
can be just as powerful as literature's verbal means for doing so. 
Bluestone may deem pictorial representations of dreams or memories as 
disappointing, yet he does not take into account that film is not exclusively 
"pictorial", but has at its disposal a range of aural, rhythmic and narrative 
possibilities. What is more, the pictorial examples he cites are remarkably 
limited. He suggests that in order to show a memory or dream, one must 
"balloon a separate image into the frame", or superimpose an image, or clear 
the frame entirely for its visual equivalent - using for instance the dissolve 
(47). Bluestone rightly insists that such techniques cannot render the 
conceptual feel of dreams and memories, and that "if we accept such devices 
at all, we accept them as cinematic conventions, not as conditions of 
conceptual consciousness" (48). 
On the contrary, I will argue that cinema can rise above convention to 
stimulate the imagination, and that there are diverse and practical means of 
revealing the psyche through cinema. Christian Metz introduced his 
groundbreaking study, Psychoanalysis and Cinema: The Imaginary Signifier, with 
the description of film as a "technique of the imaginary" (3).1 Similarly, Vicky 
1 Metz sees cinema as a "technique of the imaginary" in two senses. Firstly, in the ordinary 
sense of the word, most films consist of fictional narratives and depend for their signification 
on the "imaginary media of photography and phonography". Secondly, in the Lacanian 
sense, the imaginary designates "the basic cure of the ego" and the "durable mark of the 
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Lebeau argues that cinema has a special tie to the life of the mind: 
"approximate, imitative, it is a type of mime of both mind and world" (3). 
There is the persistent sense that cinema imitates the movement of the mind, 
and because of this link., it is perceived that there is a correspondence - albeit 
elusive - to be discovered between the psyche and cinema (Lebeau 3). In 
investigating this correspondence, I will describe different aspects of 
character interiority in terms of the psyche, thought, imagination and the 
subconscious. 
My thesis suggests that, in order to achieve the imaginative involvement of 
the viewer, filmmakers should continually seek ways to represent inner 
states. This thesis does not, however, position itself as a "How To" manual in 
the vein of Syd Field's Screenplay: The Foundations of Screenwriting. Instead, I 
aim to investigate various filmmakers' methods of conveying dream, fantasy 
and inner journeys on the screen, and to evaluate their efficacy, using Zinzi 
and the Boondogle by way of example. I aim to make a contribution to the 
existing literature about film and interiority by developing links between 
theory and praxis, and by exploring ways in which filmmakers and film 
theorists can approach the challenges presented in screening internal 
processes. 
1.2 Thesis outline 
Chapter 2 consists of the methodological overview and literature review. The 
methodological overview defines my techniques of analysis in practical terms. 
The literature review outlines the theoretical perspectives on which I draw, 
offering a selective overview of existing work on the screening of interior 
processes. 
In Chapter 3, "Dreams that illuminate: character revelation through cinematic 
dream", I build on the long-standing analogy between dream and film, 
mirror", which is reactivated by "that other mirror", namely the cinema screen (Psychoanalysis 
and Cinema 3-4). Where I refer to the term "imaginary", I do not imply its Lacanian sense, but 
rather refer to the repertoire of images that we draw on to mediate the distance between the 
ideal, unified subject and the real. 
12 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
outlined in the literature review. The chapter investigates the representation 
of dream in four films: Ingmar Bergman's Wild Strawberries (1957t Satoshi 
Kon's Perfect Blue (1999)2, Alejandro Amemibar's Open Your Eyes (1997), and 
Cameron Crowe's Vanilla Sky (2001). I specifically look at how the 
filmmakers handle dreams in ways rooted in a character's experience, in 
order to throw light on the dramatic question motivating the character, and to 
communicate an authorial message. 
In Chapter 4, "Animating shifts in consciousness: animation and live action in 
the feature films of Jan Svankmajer", I propose that animation functions to 
express the metaphysical and to transform reality. By extension, where 
animation is combined with live action, the animation affects and changes the 
reality of the live action. The blending of live action filmmaking with 
animation in SVankmajer's work articulates the inter-penetration of the 
conscious and unconscious realms. Like the Surrealism admired by 
Svankmajer, animation upsets the dichotomy of conscious and unconscious, 
subverting the ordinary to express interiority. 
Chapter 5, "Otherworldly journeys and emotional voyages: anime and 
narrative techniques in the work of Hayao' Miyazaki", investigates Miyazaki's 
use of animation techniques and of narrative strategies to externalise the inner 
processes of his predominantly adolescent female protagonists. Focusing on 
three of Miyazaki's films that depict young girls who move into otherworldly 
realms, I argue that these imagined worlds serve as metaphors for their rites 
of passage and emotional journeys. 
Chapter 6, 11 African oral storytelling, aesthetics and cultural expression in 
children's animated feature films", posits that animation can be used to 
represent the imaginative realms present in African folktales. The chapter 
examines the origins of stories in terms of themes, settings, and authorship, 
before undertaking a comparative study of three animated features. The 
presence of the oral tradition within these films is considered in relation to 
2 Instead of following the Japanese convention of naming, whereby the family name is first, I 
have followed the Western convention - simply to avoid confusion in that almost all the 
literature in English does so, and Japanese people usually invert the traditional Japanese 
order when speaking English. Therefore I shall refer to Satoshi Kon and Hayao Miyazaki, 
although in Japan they are known as Kon Satoshi and Miyazaki Hayao. 
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questions of structure and style, ranging from the musical score through to 
the use of accents, symbolic spaces and techniques for representing subjective 
experience. 
Furthermore, in addenda to Chapters 3 to 6, I apply my findings to the 
screenplay Zinzi and the Boondogle, and consider the most effective narrative 
strategies and cinematic techniques of conveying the characters' interiority. 
In Chapter 7, I review the process of converting the screenplay Zinzi and the 
Boondogle into a short novel. The adaptation process clarifies many of the key 
differences between screen- and novel writing. In writing the novel I realised 
just how many visual and aural elements in the streamlined format of the 
screenplay are left to the filmmakers' interpretation. The adaptation to a 
novel involved "writing the interior", with the effect - in turn - of 
highlighting the shortcomings on this level in the screenplay. These gaps 
necessitated a full-circle return to the screenplay to suggest means of 
screening dream, fantasy and thought. 
Lastly, in Chapter 8 I review the thesis, suggest how it might contribute to 
existing dialogue, and make recommendations for further research. 
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CHAPTER 2 
Methodological Overview and Literature Review 
2.1 Methodological Overview 
2.1.1 Bridging theory and praxis 
The thesis takes a two-tiered methodological approach - combining 
theoretical and creative elements. By completing a dissertation in conjunction 
with a screenplay, I aim to explore the links between film theory and analysis 
on the one hand, and practical screenwriting on the other. These two 
components have developed alongside one another: the needs of the 
screenplay have dictated the course and content of my research, and 
conversely, the screenplay has been extensively redrafted and revised as the 
research has proceeded. Notably, in the addendum to each chapter, I 
consider the revision of the screenplay in the light of the theoretical research. 
In linking the theoretical framework to the practicalities of filmmaking, I have 
selected for analysis films on which I can draw in developing Zinzi and the 
Boondogle. I draw comparisons and contrasts with the work of established 
auteurs who share a thematic focus with my project, or whose films suggest 
appropriate techniques. Some of the films discussed are aimed at children 
and others at adult viewers; but they are all useful in terms of identifying 
technical and / or narrative methods for possible use in Zinzi and the Boondogle. 
For instance, the requirement for animated elements in Zinzi and the Boondogle 
is the reason for focusing on the animators ~vankmajer and Miyazaki, and on 
African animation. At times the examples operate by way of counterpoint, 
illustrating what I intend to avoid - thereby throwing my own aims into 
sharper relief. 
My attempt to integrate the research project with my practical questions has 
similarly guided my thematic focus, which concentrates on those interior 
processes that appear in Zinzi and the Boondogle: dream, unconscious, emotion 
and imagination. In the same vein, this shaping principle has excluded 
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discussion of the states of memory or hallucination, which do not play 
structural or narrative roles in Zinzi and the Boondogle. 
2.1.2 Multiple methodologies 
In Film Theory: An Introduction, Robert Starn makes the case for an open-
minded approach to film theory: 
[Film] theory is now a little less grand, a little more pragmatic, a 
little less ethnocentric, masculinist, and heterosexist, and a little 
less inclined to overarching systems, drawing on a plurality of 
theoretical paradigms. What is necessary, I think, is for the 
diverse theories to be more aware of one another, so that 
psycho-analytically oriented theorists read cognitive theory, and 
cognitive theorists read critical race theory, for example. The 
question is not one of relativism or mere pluralism, but rather of 
multiple grids and knowledges, each of which sheds a specific 
light on the object studied. (330) 
In attempting to cast "specific light" on my object of enquiry, namely the 
screening of interiority, I have drawn on a range of methodologies. Given 
that I look at this overarching question from different angles in each chapter, 
my methodological approach necessarily draws on different theories -
predominantly psychoanalytical film theory, neo-formalist methodology and 
auteur theory - in order to address the specific research questions posed in 
each instance. 
2.1.3 Methods gained from psychoanalytical film theory 
In his essay "Nightmare and the Horror Film", Noel Carroll maintains that he 
does not see psychoanalysis as "a hermeneutic tool that can be applied 
unproblematically to any kind of film or work of art" (160). Consequently he 
advises that the adoption of psychoanalysis as an interpretive tool in a given 
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case should be accompanied by a justification for its use ("Nightmare" 160). 
This thesis encompasses methods based on psychoanalytical film theory, 
expressly in order to explore elements within film as manifestations of the 
character's unconscious. The research is concerned neither with filmic 
elements as an expression of the cultural unconscious, nor of the filmmaker's 
unconscious. 
The driving question of the thesis as a whole, how a filmmaker can 
externalise interiority, is thematically resonant with aspects of psychoanalytic 
film theory - especially as defined by Christian Metz. I also draw on methods 
that might be defined as semiotic - a natural result of the intersection of these 
two fields in Metz's work.3 I refer, for instance, to Metz's semiotic use of the 
terms metaphor and metonymy, as they prove useful in analysing the 
screening of dreams. I will explore these concepts further in the literature 
review. Suffice to say for now that these terms - in their relationship to 
Freudian dreamwork notions of condensation and displacement - prove 
indispensable in my discussion of screening dreams in Chapter 3, and of 
Svankmajer's treatment of the unconscious in Chapter 4. Metz's framework is 
also useful in terms of specific filmic techniques such as the lap dissolve, 
which he discusses at length, and to which I will refer at points in this thesis.4 
Another Metzian argument I invoke is that a mental state can be read through 
the use of a particular image operating on two levels at once. It is Metz's 
belief that the viewer goes through a two-stage process when watching a film: 
first reading the image for its denotative content, before considering what the 
image connotes (Eberwein 193). However, Ian Douglas in Film and Meaning 
says that he cannot believe that a single item of discourse has ever been 
uttered that was not both denotative and connotative: 
3 Interestingly, Robert Eberwein asserts that although there was a marked shift of emphasis 
between Metz's major works of linguistic analysis, (Le. Film Language and Language and 
Cinema, both published in 1974) and his first major work of psychoanalytic film theory, The 
Imaginary Signifier, 1975, the semiotic concern with signification nonetheless defines his 
position (199). However, Rascaroli claims that for Metz, the distinction between 
psychoanalysis and linguistics does not exist, but rather he places his work on the point of 
convergence of these two disciplines (n.p.). 
4 For Metz's lengthy discussion of the lap dissolve, see his essay "Metaphor and Metonymy, 
or the Imaginary Referent", collected in Psychoanalysis and Cinema (276-80). 
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If Metz's definition were correct, we would be seeing a mere 
array of meaningless objects, since denotation depends on 
connotation for its sense, as connotation requires objects for its 
application. Connotation/denotation [ ... ] prove to be in a 
dialectical relation, each requiring at least the concept of the 
other. That is, diegesis is the sum of signifieds! (107) 
I would say that while diegesis is indubitably "the sum of signifieds", and 
whereas denotation and connotation are certainly inter-dependent, the terms 
provide useful methodological tools to define how a filmmaker may - using 
material imagery - simultaneously operate on literal and figurative levels in 
order to screen aspects of the internal. 
Because of Metz's interest in layered and subjective meaning, there are times 
when selective use of semiotic and psychoanalytic terminology is useful for 
my discussion of interiority. However, I combine his methods of analysis 
with a very pragmatic engagement with neo-formalism. In fact, there is a 
degree of correspondence between the precise, synchronic approach that 
semiotic and neo-formalist methodologies entail. I suggest that for a 
practitioner, an engagement with Metz's writing proves a useful starting 
point for thinking about how films "work". 
Metz's methodologies are by no means incompatible with those of the neo-
formalists: rather his analytical techniques for analysis can serve to enrich and 
enliven neo-formalist analysis, and visa versa. 
2.1.4 Neo-formalist analysis 
Although my thesis draws on a range of theorists, the binding methodology is 
a narrative and stylistic dissection of the films under discussion. These close 
textual analyses take their cue firstly from the neo-formalist project pursued 
by Bordwell and Thompson, who maintain that any film creates a unique 
form from the "interplay of overall structure and film style": 
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[ ... ] each individual element (each formal part or stylistic 
technique) functions according to its place within that system. 
Analysing the nature of that formal system, and the functions of 
individual devices is the goal of the critic. (Film Art 350) 
In attempting to delineate the formal means by which filmmakers externalise 
mental processes, I draw on a very practical aspect of the neo-formalist 
approach - the "quoting" of films through the use of frame blow-ups. R. 
Barton Palmer argues that while the literary critic may incorporate portions of 
the text under analysis into a discussion, the film critic may only do so by 
"verbalising what is largely non-verbal" (1). Thompson asserts that 
paraphrasing cinematic meanings "reduces the complex interplay among the 
different sources of meaning within the film: the mise-en-scene, the sound 
tracks, the camera positioning and its framing action, the editing and the 
optical effects" (cited in Palmer 1). Thompson's solution is to use extensive 
frame enlargements in order to "quote" from films. Although by way of 
illustration I adapt her technique of visual quotation, this is clearly not 
altogether satisfactory, given the lack of sound or movement in static frames. 
Therefore I include with my thesis a DVD with a selection of cross-referenced 
clips for each chapter. 
While Thompson foregrounds film's embodiment of narrative through 
cinema-specific devices, she recognises that the narrative itself may be 
understood with the help of literary concepts (cited in Palmer 2). Her 
acknowledgment, according to Palmer, recalls Metz's conception that film as 
a language has developed in response to the need to tell a story (2). As a 
result, many cinematic properties that constitute the "classic grammar" of 
film are arguably analogous in their function - if not in their actual 
functioning - to the devices of literary narrative (Palmer 2). Thus there are 
times in discussing film narrative when I draw on methodology normally 
associated with literary criticism. 
For one, in looking at Miyazaki's screening of imagined worlds, I draw on 
Bruno Bettelheim's work on fairy tale to argue that Miyazaki's articulation of 
his protagonists' emotional journeys through fantasy helps child viewers to 
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come to terms with the challenges faced in their own journeys towards 
adulthood. I also utilise Tzvetan Todorov's theories of the fantastic, in order 
to explore Miyazaki's use of this genre within his films - in his slippage 
between real and imagined realms. In the chapter on African animation, I 
consider the work on storytelling by Anny Wynchank, Keyan Tomaselli and 
Manthia Diawara, to determine how African animated films reflect oral 
storytelling features such as repetition, voice-overs and music. Neo-
formalism by no means precludes these kinds of narrative analyses of films. 
Indeed, Bordwell and Thompson both bring neo-formalism to bear on 
narrative theory. According to Bordwell, the most common template 
structure can be articulated as a "canonical" story format, the structure of 
which he describes as follows: "introduction of setting and characters -
explanation of a state of affairs - complicating action - ensuing events -
outcome - ending" (Narration and the Fiction Film 35). Bordwell believes that 
in engaging with this format, spectators do not simply absorb a finalised and 
pre-existing narrative, but must actively construct its meaning (cited in 
Elsaesser and Buckland 170). 
Taking their cue from Russian Formalism, Bordwell and Thompson suggest 
that in actively assembling meaning, spectators rearrange events to create a 
story. They adopt terms from Viktor Shklovsky, the leader of the Russian 
Formalist movement in the early 1920s, to label this story the tabula, and the 
actual order in which the fabula events are presented as the syuzhet (Narration 
in the Fiction Film 49, Breaking the Glass Armor 39). Bordwell sees the 
interaction of syuzhet and fabula as one of the most analytically important 
variables: "That is, to what extent does the unfolding syuzhet correspond to 
the logical, temporal and spatial nature of the fabula we construct?" 
(Narration in the Fiction Film 49). In looking at narrative structure, for instance 
in how dream representations disrupt linearity in Vanilla Sky and Perfect Blue, 
or how African journey narratives are re-told on the screen, I will employ this 
methodology - examining whether plot is constructed along linear or non-
linear, fragmented or circular lines. 
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Style is the third element, after the fabula and syuzhet, that influences film 
comprehension, and which Bordwell defines as a film's "systematic use of 
cinematic devices" (Narration in the Fiction Film, 50). In order to uncover 
means for screening interiority, this thesis focuses to a great degree on the 
systematic use of cinematic methods, and in so doing, turns to the four steps 
for the analysis of film style spelled out by Bordwell and Thompson in Film 
Art (329-31). 
The first step is to "determine the organisational structure of the film, its 
narrative or non-narrative formal system" (329). I will follow Bordwell and 
Thompson's method, for instance, in discussing the ways in which 
Svankmajer in his feature film Alice (1987) "manipulates causality, time and 
space" (Film Art 329). My aim is to determine how he structures his film to 
express a slippage between his protagonist's conscious and unconscious. 
Bordwell and Thompson's second step is to "identify the salient techniques 
used" (Film Art 329). Thus in discussing Alice I will single out, among other 
features, the large number of point of view shots, the extreme close-up shots 
of various objects, and the use of low-fidelity sound. 
The third step is to "trace out patterns of techniques within the whole film" 
(Film Art 330). I will do so in the case of Alice by looking at how changes in 
style reinforce the film's meaning. As we move, for instance, from Alice's 
conscious state of mind into the depths of her unconscious, there is a stylistic 
transition from a live action environment to one with animated elements. 
The fourth step is to "propose functions for the salient techniques and the 
patterns that they form" (Film Art 331). I will suggest that the effect of 
stylistic elements such as the repetition of shots, and the juxtaposition of live 
and animated versions of Alice herself, is to make uncannily visible the 
internal state of the unconscious. 
Not only will I pose these stylistic questions, but I will also draw on the neo-
formalist approach to narrative as a system. For Bordwell and Thompson, 
films work via an interaction between formal and stylistic systems. Just as 
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they outline steps for stylistic analysis, Bordwell and Thompson suggest 
several questions that the viewer needs to ask in understanding a film's 
formal structures (Film Art 90). The question that has most relevance for my 
research, and which I pose repeatedly, is how the narration presents story 
information: "Does [the narration] give us considerable depth of story 
information by exploring characters' mental states?" (Film Art 90). Bordwell 
questions the level of knowledge available: a narration may present the 
whole of a character's mental life, either conscious or unconscious, or may 
"confine itself to the character's optical or auditory experience" (Narration and 
the Fiction Film 58). A film may eschew any but behavioural indications of 
psychological states, and it may even minimise those (Narration in the Fiction 
Film 58). Neo-formalist questions are useful in examining to what extent the 
films under analysis present a character's mental life, and the narrative 
strategies they employ to do so. 
Neo-formalist analysis is closely aligned with cognitive film theory - a subject 
to which I will return in the literature review. Worth mentioning in terms of 
my methods, is an aspect of cognitive theorist Edward Branigan's thinking, 
namely that of focalisation in film. In Narrative Comprehension and Film, 
Branigan defines focalisation as follows: 
Focalisation (reflection) involves a character neither speaking 
(narrating, reporting, communicating) nor acting (focussing, 
focussed by), but rather actually experiencing something 
through seeing or hearing it. Focalisation also extends to more 
complex experiencing of objects: thinking, remembering, 
interpreting, wondering, fearing, believing, desiring, 
understanding, feeling guilt. (101) 
External focalisation represents a degree of character awareness but from 
outside the character, for instance an eyeline match; whereas internal 
focalisation is "more private and subjective" (103). Branigan distinguishes 
further between "internally focalised shots (surface)", which represent a 
character's visual experience of diegetic events, as in point of view shots, and 
"internally focalised shots (depth)", which represent a character's internal 
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events, such as dreams and hallucinations (103). In terms of this thesis, I am 
most concerned with internally focalised shots defined by "depth" in that 
they represent a character's inner experience. For instance, I will refer to 
internally focalised shots delineated by both surface and depth in discussing 
the slippage between reality and imagination in Satoshi Kon's thriller Perfect 
Blue. 
While neo-formalism, aligned with cognitivist theory, is useful for the kinds 
of textual analysis I employ, it is essential to recognise the method's 
limitations. Neo-formaliSi: distinctions between plot and story are surely 
somewhat artificial, and neo-formalist methods entirely ignore the 
unconscious aspects of interpretation. Although eminently practical for 
textual analysis, neo-formalist analysis can at its worst tend towards the 
reductionist.5 It seems essential then to employ neo-formalist methodology in 
conjunction with other forms of analysis. 
2.1.5 A methodology that acknowledges authorship 
An alternative form of analysis on which I draw is that of auteur criticism, 
which I use to examine the signature techniques favoured by particular 
directors. While I recognise that a film's meaning lies in the interaction 
between filmmaker, text and audience - the predominant focus in this study 
is on the intentional construction of cinematic interiority. To this end, it is 
necessary to foreground the role of the filmmakers to a greater degree than 
cognitive theories of spectatorship, which are primarily concerned with the 
audience's engagement and understanding. 
The original concept of auteur theory is summed up by Andrew Sarris in 
"Notes on the Auteur Theory in 1962". He lays out three premises for the 
theory. Firstly, the technical competence of a director, and secondly, the 
distinguishable personality of the director, are seen as criteria of value. The 
5 Edward Said claimed in Culture and Imperialism that a formalist approach compares to 
"describing a road without its setting in the landscape" (105). 
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third and most important premise is seen as that concerned with "interior 
meaning, the ultimate glory of the cinema as an art" (586).6 
A decade later, in 1972, Peter Wollen wrote "The Auteur Theory", which 
engages with Sarris' account, but furthermore brings semiotics and 
structuralism to bear on auteur theory. In language that seems also to draw 
heavily on psychoanalytical film theory, Wollen argues: 
What the auteur theory argues is that any film, certainly a 
Hollywood film, is a network of different statements, crossing 
and contradicting each other, elaborated into a final' coherent' 
version. Like a dream, the film the spectator sees it, so to 
speak, the 'film fac;ade', the end product of 'secondary 
revision', which hides and masks the process which remains 
latent in the film 'unconscious'. (602) 
Wollen goes on to suggest that sometimes this "fac;ade" is so "worked over" 
that it is impossible to see beyond characters, plot and dialogue; yet in other 
cases it is possible to decipher an underlying structure - which auteur 
analysis is able to discern in the film (602). 
Neither Sarris nor Wollen address the major criticism of auteur theory, namely 
that the creation of any film - apart from the tiniest one-person effort -
involves a team of filmmakers working co-operatively. The degree to which 
the director holds artistic control is eminently variable. Thus in my view, 
auteur analysis provides useful analytical tools, provided that the director is 
not viewed as sacrosanct or as working in isolation. This is certainly an oft-
cited proviso. For one, in "Cinematic Authorship", Paisley Livingstone points 
out that films may be collectively or individually authored, which is why she 
cannot" defend the idea that solitary artistic genius is the fundamental unit of 
all valuable cultural analysis" (133). She nonetheless insists that "an 
understanding of individual agency" is crucial to this analysis (133). 
6 By "interior meaning", Sarris is speaking of what is "extrapolated from the tension between 
a director's personality and his material" (586). He is not speaking of character interiority, 
the focus of this thesis. In trying to refine precisely what he qleans by the term, Sarris 
ventures, "Dare I come out and say what I think it to be is an elan of the soul?" (587). 
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In fact, Berys Gaut, in "Film Authorship and Collaboration", suggests that 
there is considerable pressure on the critic to acknowledge multiple 
authorship: 
Indeed, supporters of single authorship sometimes hedge their 
views with so many caveats about the collaborative nature of 
film production that they are embracing convictions that stand 
in tension with each other. (154) 
No doubt I embrace these conflicting tensions, and I do cite the collaborative 
nature of filmmaking to qualify my views on authorship. Caveats 
notwithstanding, I focus on specific filmmakers for pragmatic reasons. My 
reason for devoting chapters to Svankmajer and Miyazaki is that their 
methods for externalising the internal are both idiosyncratic and innovative. 
It is useful in identifying methods for screening interiority that I treat 
Svankmajer and Miyazaki as "authors" of their films, responsible for a 
consistency in style and theme across their respective oeuvres. 
Elsaesser and Buckland point out that a thematic analysis of a director's work 
always implies the presence of countervailing forces - most commonly those 
of producer and studio - against which an auteur-director is "deemed to have 
succeeded in imposing his signature" (127). However, examining 
oppositional forces is not my intention in this thesis. Svankmajer worked as 
an independent artist for many years, and when he came to make Little Otik 
for FilmFour, his distinctive auteur style was specifically what was sought 
after. Miyazaki is a founding owner of Studio Ghibli, which is devoted to 
making animation work in his chosen genres. Thus my interest in 
Svankmajer and Miyazaki as auteurs is not in their resistance to prevailing 
forces, but in their evolving strategies for screening the internal. 
James Naremore points out that although the critical study of authors is no 
longer a central activity, anyone can see from the latest movies that individual 
style has not gone away, and that the star director is more visible than ever 
(19-20). In fact, he indicates that this is very much a commercial strategy for 
organising audience reception, and that the academic de-emphasis of authors 
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2.2.1 Psychoanalytic Film Theory: The Film/Dream Analogy 
Although rejected by quarters such as the cognitivist movement, theories of 
film and dream illuminate aspects of cinema connected to interiority, with 
which this thesis is concerned. While recognising that the analogy between 
film and dream is attuned to a long tradition of thinking in cinema studies, I 
will focus largely on the contributions made by Christian Metz and Jean-
Louis Baudry, who played key roles in the development of a psychoanalytic 
theory of film through the 1970s and 1980s? 
In her essay "Like a Dream: A Critical History of the Oneiric Metaphor in 
Film Theory" published in the online journal Kinema, Laura Rascaroli posits 
that the coupling of cinema and psychoanalysis was endorsed in the seventies 
chiefly on the basis of the analogies that were said to exist between film and 
dream. Rascaroli points out, however, that the metaphor of film as dream 
begins as early as the birth of cinema, with the famous dispute on the contrast 
between cinema as a system of reproduction of reality on the one hand, and 
as magic and dream on the other (n.p.). 
Vicky Lebeau cites the British historian and poet c.J. Pennethorne Hughes 
saying in 1930 that film is a form of dreaming in public: lithe transmuted and 
regulated dream life of the people" (4). Lebeau believes that the appeal of 
seeing film as a public form of dreaming is the promise of a means to 
psychoanalyse culture: cinema has long been viewed as a road to the cultural 
unconscious, which gives psychoanalytic film theory its founding metaphor 
in the analogy between cinema and dreaming (6). 
My thesis, however, does not explore film as the manifestation of the cultural 
unconscious, but instead explores filmic elements as they manifest a 
character's unconscious. Nonetheless, the founding analogy between cinema 
and dreaming lays the ground for much psychoanalytical film theory that is 
useful for my purposes. In New Vocabularies in Film Semiotics, Starn et al 
situate psychoanalytic film theory as grounded in an equivalence between the 
7 Murray Smith points out that those who have argued that cinematic spectatorship is a 
dream-like experience include Jean Mitry, Jean-Louis Baudry, Christian Metz, Laura Mulvey, 
Noel Buch and Mary Ann Doane (113). 
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film viewer and the dreamer, taking the dreamwork - as pioneered by Freud 
- as analogous to the film itself (140). It is certainly impossible to consider 
any theory of dream and film without first considering Freud's work on 
unconscious fantasy. The very idea of a connection between film and dreams 
has its roots in his work, albeit that he did not make the connection himself. 
2.2.1.1 Sigmund Freud 
The idea of the dream as a world full of meaning runs through Freud's The 
Interpretation of Dreams, 1900, in which he famously claims, "when the work of 
interpretation has been completed the dream can be recognised as a wish-
fulfilment" (33).8 According to Lebeau, film theory is grounded in this model 
of a psyche driven by the desire for wish fulfilment (35-6). And Rascaroli 
points out that Freud's representation of dreams as "visual representations" 
of unconscious thoughts, and of dreams as the dramatisation of the inner 
workings of the psyche, has clearly also had impact on the founding of 
psychoanalytic film studies (n.p.).9 
Starn views Freud's unravelling of the various threads of dream-imagery as 
central to psychoanalytic film studies: "the transforming and deforming 
processes of the dream-work which permit the unconscious wish to surface as 
a representation" (Film Theory 140). The primary process, according to Freud, 
controls three activities: condensation, displacement, and considerations of 
representability . 
Firstly, via the process of condensation, a whole range of associations can be 
represented by a single image (The Interpretation of Dreams 170). For instance, 
Freud cites the "construction of collective and composite persons" as one of 
8 For Freud's extensive discussion on dreams as wish-fulfilment, see his The Interpretation of 
Dreams, 34-44. 
9 However, Freud's influence on psychoanalytic film studies has been indirect: he made no 
reference to cinema in his many writings on art, and he refused categorically to take part in 
the making of Pabst's Geheimnisse einer Seele (1926), the first film on psychoanalysis 
(Rascaroli). On the other hand, as Baudry has noted, in Die Traumdeutung Freud described 
the psychic apparatus by comparing it to a microscope or a camera, thus indirectly 
recognising its analogy with optical devices (cited in Rascoroli n.p.). 
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the principle methods of dream condensation {The Interpretation of Dreams 
181).10 
Secondly, displacement involves the transfer of psychic energy from 
something significant to something banal,conferring great importance on a 
trivial item (The Interpretation of Dreams 190-1). Freud mentions a dream in 
which moving upstairs and downstairs displaces the dreamer's real anxiety 
about the danger of sexual relations with "persons of 'low' degree" {The 
Interpretation of Dreams 190-1).11 
The third condition of the dream work - that of representability - sees that it 
is possible for certain thoughts to be represented by visual images {The 
Interpretation of Dreams 194).12 This condition of representability is clearly 
relevant in terms of my overall thesis, the guiding question of which is how 
an interior process can be depicted in cinematic terms. 
The secondary process of the dreamwork is that of elaboration or revision, its 
aim being to fill in the gaps created by condensation and displacement, so 
that the content becomes more similar to conscious thought {The Interpretation 
of Dreams 336).13 During this revision a logical, narrative coherence is 
imposed on the stream of dream images (The Interpretation of Dreams 336). 
This process of secondary revision is, according to Rascaroli, frequently 
equated with that of film editing (n.p.). By way of example, the spontaneous 
transformation of time and space brought about by editing makes sense to the 
viewer in the same way that the dreamer accepts the possibility of walking 
through a doorway in the present and entering a house last lived in as a child. 
Beyond the comparison that has often been made between dramatisation and 
shooting on the one hand, and secondary elaboration and editing on the 
other, Metz has extensively studied the action of the primary and secondary 
processes in his 1975 essay "The Imaginary Signifier". Furthermore, in his 
seminal essay of the same year, "The Apparatus: Metapsychological 
10 For Freud's discussion of condensation, see The Interpretation of Dreams, 170-90. 
11 For further discussion on displacement, see The Interpretation of Dreams, 190-194. 
12 Freud elaborates on the means of representability in The Interpretation of Dreams, 194-220. 
13 Freud explores the conscious process of secondary revision in The Interpretation of Dreams, 
336-352. 
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\ 
Approaches to the Impression of Reality in Cinema", Baudry draws 
substantially on Freud's description of dream as a projection (216), and also as 
a temporary form of regression (221). 
2.2.1.2 Jean-Louis Baudry 
In "The Apparatus" Baudry claims that "dream is a projection reminiscent of 
the cinematographic apparatus" (216).14 For Baudry, it is not the film's 
imitation of reality that creates the illusion, but the functioning of the 
apparatus itself (209). He likens film audiences to the prisoners in Plato's 
cave: they see only shadows, which are projected by people carrying statues -
that is to say not reality, but a reproduction of reality (211). Baudry argues 
that analogously, by projecting shadows, cinema creates the same "more than 
real" effect that is experienced in dreams (216). 
In arguing for the construction of a dream state in the film viewer, Baudry 
outlines certain conditions that make film viewing similar to dreaming: we 
are in a darkened room, our motor activity is reduced, and our visual 
perception is heightened to compensate for our lack of physical movement 
(219). However, in Mystifying Movies: Fads and Fallacies in Contemporary Film 
Theory, Noel Carroll disputes many of Baudry's analogies between dream and 
film, pointing out, for one, that the film viewer is experientially aware of 
being in a darkened room, whereas the dreamer is unaware of it (26). 
Even where Carroll identifies aspects of film and dream that are patently not 
analogous, it seems counter-productive to dismiss the enduring film-dream 
analogy, given that it has been the locus of much fertile analysis. The analogy 
does highlight specific ways in which film operates like dream - for instance 
in its" capacity for figuration, translation of thoughts into images, reality 
extended to representations" (Baudry 216). Carroll argues that film and 
dream's shared visual quality is hardly significant in comparing what are 
external and internal phenomena respectively (Mystifying Movies 25). I 
14 According to Baudry, Freud uses the term "projection" to suggest how we defensively 
externalise representations that we refuse to acknowledge as our own; yet the word 
"projection" also evokes a cinematographic use, given that it involves images that - once 
projected - come back to us as "a reality perceived from the outside" (216). 
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explores the relationship between dreams and films. Metz first identifies a 
number of differences between dreams and films, so much so that Carroll 
suggests that the article "might be read as a corrective to Baudry's 'The 
Apparatuslll (Mystifying Movies 44). 
For Metz, the principal difference between dream and film is that dreamers 
do not know that they are dreaming, whereas film spectators are well aware 
that they are at the cinema (Psychoanalysis and Cinema 101). Nevertheless, 
Metz maintains that the gap between the states of dream and film sometimes 
tends to diminish, and that in such instances, the viewer's consciousness of 
the filmic situation "starts to become a bit murky and to waver". But he 
concedes that this slippage "is never carried to its conclusion in ordinary 
circumstances" (Psychoanalysis and Cinema 101). 
Metz holds that the second major difference between the film and dream 
derives strictly from the first: "filmic perception is a real perception [ ... ]; it is 
not reducible to an internal perceptual process" (Psychoanalysis and Cinema 
109). Furthermore, the spectator receives images and sounds capable of 
reaching other spectators as well, "whereas the dream flux can reach the 
consciousness of no one but the dreamer" (Psychoanalysis and Cinema 109). 
This is in fact not far removed from the point made by Carroll, that film 
experiences are open to interpersonal verification, and are therefore not 
purely subjective (Mystifying Movies 25). Arguably, this point about the 
interpersonally verifiable capacity is so obvious as to be virtually irrelevant -
given that theorists discussing the relationship between film and dream are 
neither arguing that films are dreams nor that spectators are dreaming. 
The third major difference between film and dream cited by Metz is that the 
diegetic film is in general considerably more "logical" and "constructed" than 
the dream ("Fiction Film" 120). He suggests that the most unrealistic films -
films of the fantastic or the supernatural - are very often only films that obey 
a different genre logic, within which they are perfectly coherent ("Fiction 
Film" 120). I will allude to this disparity in logic in the following chapter, 
where I argue that in oneiric representations, the filmmaker battles to create 
the same degree of illogic as is present in real dreams. This difficulty is 
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further exacerbated where the filmmaker hopes to use a dream to build a 
character's dramatic motivation, or to convey a particular message to the 
audience. 
Having elucidated the chief disparities between dream and film, Metz 
qualifies the analogy, re-orienting the comparison by linking film and 
daydream - in so doing taking his cue from Freud.19 He concludes that in the 
filmic state, as in the daydream, there exists a self-conscious awareness that 
precludes true illusion ("Fiction Film" 133). However, Carroll also contests 
the analogy between film and daydream, arguing that daydreaming is a talent 
that is acquired, and that not everyone does it (Mystifying Movies 48). He 
holds that children learn to daydream through play and through stories, and 
indicates that these are often picture stories, which in industrialised nations, 
would include movies and TV. In this way, daydreaming appears to be "the 
internalisation of externalised forms of representation" (Mystifying Movies 48). 
Carroll sees it as strange that theorists, extrapolating from Metz, explain our 
understanding of cinematic conventions by invoking the structures of 
daydreaming - given that the narrative devices of daydreaming frequently 
derive from cultural forms of narrative such as film: 
Thus, when we encounter films we are not encountering 
something that is generally internal, but rather structures of 
representation found both internally and externally and whose 
provenance is most likely external. (Mystifying Movies 48) 
However, the fact that daydreams may be inspired by film or by other 
external visual stimuli does not undercut Metz's analogy. For I do not 
suppose that Metz is implying a one-way relationship, whereby film follows 
the structure of a daydream. Rather he is suggesting that daydreams and 
films share a certain kinship. If anything, the fact that the relationship may be 
a two-way street endorses the connection between film and dream. I 
maintain, however, that there is a greater degree of validity to the 
19 Freud saw the daydream or tagraum as a "conscious phantasy" (Metz, "Psychoanalysis and 
Cinema" 129). 
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film/ daydream analogy, particularly in the way that "perceptual transference 
falls short of its conclusion" (Psychoanalysis and Cinema 129). 
Despite all his arguments for the affinity between daydream and film, Metz 
foregrounds an essential difference in that films are externally imposed rather 
than imagined (Psychoanalysis and Cinema 135). Speaking of a "dreaming 
subject", Metz claims that this subject is generally "less satisfied with films 
that he sees than with daydreams he manufactures" (Psychoanalysis and 
Cinema 135).20 However, Metz maintains that the material existence of filmic 
images helps to compensate for their alien origin, and concludes that part of 
our desire for cinema resides in its capacity to externalise physically inner 
processes: 
This is the specific joy of receiving from the external world 
images that are usually internal images, images that are familiar 
or not very far from familiar, of seeing them inscribed in a 
, 
physical location (the screen), of discovering in this way 
something almost realisable in them .... ("Fiction Film" 136) 
This ability of film to realise "images that are usually internal images" is of 
course central to my thesis, and it is indeed useful in analysing this process to 
examine some of the particular techniques that Metz ascribes to cinema. 
In the final essay collected in Psychoanalysis and Cinema: The Imaginary 
Signifier, "Metaphor /Metonymy or the Imaginary Referent", 1975, Metz 
explores specific cinematic techniques, relating them to the processes of 
Freud's dream work. He draws on Lacan, who recognises the unconscious in 
each activity of human thought.21 Metz claims that in the Lacanian 
orientation, psychoanalysis ties Freud's ideas of condensation and 
displacement to metaphor and metonymy respectively (Psychoanalysis and 
Cinema 153). And, through post-Saussurian linguistics, Metz sees the notions 
20 Please note that I do not assume a male spectator and have avoided the use of the generic 
Eronoun "he" - except in cases like this one, where I am quoting another. 
1 In doing so, Metz asserts the invalidity of a radical separation between the primary process 
of the dream work - seen as an unconscious activity - and the secondary process as a 
conscious one ("Psychoanalysis and Cinema" 122). Instead, Metz insists, the two processes 
interact ("Psychoanalysis and Cinema" 123). 
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of condensation and displacement as tied to those of syntagm and paradigm 
(Psychoanalysis and Cinema 153). Given the psychoanalytic bent of this 
discussion, I will focus on the metaphor / metonymy pair - terms I will 
employ in my analysis. However, Rascaroli points out that these terms are 
limited in being imprecise: for Metz's analysis of cross-fading can be 
described as both primary and secondary, metonymy and metaphor, 
displacement and condensation (n.p.). 
Rascaroli suggests that the metaphor of the dream could still be useful in film 
analysis, rather than in constructing a comprehensive theoretical apparatus 
(n.p.). She cites a number of authors who have approached films within a 
framework of cinema and psychoanalysis: a reading by James F. Maxfield of 
Vertigo as an Oedipal dream;22 a Freudian analysis of Resnais' Providence;23 a 
study of the dream imagery in Tarkovsky;4 and a study of the dream-like 
characteristics of musical videos25 (n.p.). Rather than adhering to a 
"comprehensive theoretical apparatus", I draw on particular psychoanalytical 
constructs - such as condensation, displacement, metaphor and metonymy -
to discuss the screening of dream tropes in Chapter 3. 
In investigating the mixing of live action and animation in the work of 
Svankmajer in Chapter 4, I explore how psychoanalytic film theory focusing 
on the uncanny, the surreal and the dreamlike, applies to animation. Most 
existing work on these themes has neglected the field of animation, being 
more concerned with using psychoanalysis to analyse the horror and science 
fiction genres, and with the mechanics of film spectatorship. So the use of 
psychoanalytical film theory in relation to animation opens up some pertinent 
questions, one example being that of audience identification with animated as 
opposed to live-action characters. At the same time, I bring systematic 
stylistic analysis to bear on Svankmajer's animation: thus in my analysis of 
screened dreams, and other representations of interiority, the constructs 
22 James F. Maxfield," A Dreamer and His Dream: Another Way Of Looking At Hitchcock's 
Vertigo", Film Criticism, 3 (Spring 1990): 3-13. 
23 Diane L. Shoos, "Language and Repression in Alain Resnais' Providence", Film Criticism, 3 
(Spring 1989): 3-12. 
24 Vlada Petric, "Tarkovski's Dream Imagery", Film Quarterly 3.2 (Winter 1989/90): 28-34. 
25 Gary Burns, "Dreams and Mediation in Music Video", Wide Angle 10.2 (1988): 41-61. 
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gleaned from psychoanalytical film theory are invariably combined with 
methods drawn from neo-formalist theory. 
2.2.2 Neo-formalism and cognitive film theory 
In the methodological overview, I outlined the practical ways in which I use 
neo-formalist analysis. In this literature review I consider the loose 
theoretical movement that has fostered this kind of approach - namely 
cognitive film theory as developed by David Bordwell, Edward Branigan, 
Noel Carroll and others. On his website on cinema, Bordwell defines 
cognitivism as follows: 
Cognitivism holds that people's perceptions, feelings, and 
actions result in significant part from processes which go 
beyond the input to the senses. These processes include prior 
mental representations which to an important degree are 
projected onto the world out there, as a way of ordering it. 
(n.p.) 
The relationship between neo-formalism and cognitivism is outlined on the 
Film International website by Christer Mattsson, who explains that Russian 
formalism entered into an alliance with cognitive theory to form the neo-
formalistic approach in film theory (n.p.). In Eisenstein's 'Ivan the Terrible', 
Kristin Thompson too states that neo-formalism derives largely from Russian 
Formalism (8). According to Mattsson, the cognitive aspect of the approach 
was initially used mainly to "provide psychological anchorage and 
motivation" for neo-formalistic analysis, but that with time, cognitive 
considerations became increasingly important (n.p.). It is Mattsson's view 
that this was partly due to the growing status of cognitive science in general, 
but that it was also a response to those who criticised neo-formalism for being 
"too little interested in real spectators' ways of reading films" (n.p.). 
Bordwell, although explicitly opposed to psychoanalytical film analysis, does 
acknowledge in Narration in the Fiction Film the usefulness of psychoanalysis 
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as regards the spectator: "While I do not deny the usefulness of 
psychoanalytic approaches to the spectator, I see no reason to claim for the 
unconscious any activities which can be explained on other grounds" (30). 
Following the cognitive scientists, Bordwell argues that film theorists should 
begin with cognitive explanations of filmic phenomena, and should move on 
to psychoanalytic explanations only if the cognitive account is found wanting 
(30). I would agree with Bordwell on this count. 
Yet, psychoanalytic theorists would insist that cognitive theory denies the 
importance of repressed unconscious material, which often governs our 
responses to film (and life) without our awareness. Elsaesser and Buckland 
express this division between psychoanalytic film theory and cognitivism: 
Psychoanalytic film theorists ... define the experience of reality as 
not being delimited by the horizon of consciousness (or 
'common sense'), but argue that it includes myth, ideology and 
unconscious desires and fantasies. According to 
psychoanalysts, our consciousness is merely the tip of our 
identity, most of which remains hidden and repressed. But for 
cognitive scientists, consciousness is not a mere superstructure, 
but the base, or basis, of identity. (169) 
The main sticking point between psychoanalytical film theorists and 
cognitivists is then about the ways in which audiences respond to films -
whether it be on both conscious and unconscious levels, or on an exclUSively 
cognitive basis. Be this as it may, my employment of both theories is not so 
much to analyse audience reception of filmic material, but to analyse filmic 
elements relating to the characters' internal processes. In dissecting stylistic 
and narrative manifestations of interiority, cognitive theory and 
psychoanalytical film theory work well in conjunction with one another. 
It remains to review the ways in which cognitive analysis has been used to 
date. Gregory Currie suggests that broadly cognitivist thinking can be found 
in work on film throughout the twentieth century, for instance in 
Munsterberg's 1916 essay "The Photoplay: A Psychological Study", but that 
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cognitivism as a distinctive and self-conscious research program took shape 
in the 1980s (105). In 1985 there was the publication of Bordwell, Staiger and 
Thompson's The Classical Hollywood Cinema, along with Bordwell's Narration 
in the Fiction Film in the same year. According to Mattsson, this laid the 
foundation of the new "formalistic approach" in film theory. 
In the 1990s, the cognitive theory of film truly came into its own with a flurry 
of publications.26 According to Elsaesser and Buckland, cognitivist authors 
typically acknowledge the originality of Bordwell's work, before going on to 
refine his ideas - either by exploring underdeveloped areas, or by re-
establishing cognitive film theory on a deeper foundation (186). But one 
frequent criticism emerges from these authors, namely that "Bordwell is an 
'atheistic' narratologist because he does not recognise the role of an external 
'master of ceremonies' controlling the events in the fabula" (Elsaesser and 
Buckland 187). I diverge from classic neo-formalist analysis in actually 
foregrounding the fabula's external agents, namely the filmmakers. Given 
that my thesis asks how the creators of a film might consciously employ 
cinematic techniques in order to externalise internal processes, I depart from 
Bordwell's conception of the fabula as being constructed predominantly in 
the mind of the audience. 
I also diverge from mainstream cognitive thinking in its near-absolute 
rejection of psychoanalytical film theory.27 According to Starn, cognitivists 
have been critical of what they regard as "the hermetic, inflated, and 
tautological discourse of film theory and especially psychoanalytic film 
theory" (Film Theory 236). At the same time, Starn points to some of the 
limitations of cognitivism, arguing that what is missing in cognitive theory's 
26 These include Joseph Anderson's The Reality of Illusion (1996), Edward Branigan's Narrative 
Comprehension and Film (1992), Gregory Currie's Image and Mind (1995), Torben Grodal's 
Moving Pictures (1997), Murray Smith's Engaging Characters (1995), and Emotion and the 
Structure of the Narrative Film (1996) by Ed Tan (Elsaesser and Buckland 186). In addition, 
Currie cites Leibowitz's essay, "Apt Feelings, or Why 'Women's Films' aren't Trivial", 1996; 
and also a study focusing on corporate and global marketing events in Ruth Vasey's The 
World According to Hollywood, 1918-1939,1997 (105). Also Starn points to the existence of 
cognitivist studies of the avant-garde, of the documentary and of horror (236). 
27 My thesis is unusual, but by no means unique, in drawing on both cognitivist and 
psychoanalytical thinking. For instance, Richard Allen combines cognitivist theory with 
aspects of psychoanalytical theory (Starn: 237). In his essay "Psychoanalytic Film Theory", 
Allen in fact argues that psychoanalysis should be one among many conceptual frameworks 
to be deployed by the critic seeking to understand a film or body of films (142). 
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notion of the spectator is "a sense of social and ideological contradiction" 
(Film Theory 242). He questions why cognitivism insists that our responses to 
films are largely rationally motivated, asking, "Couldn't spectatorial 
response intertwine the rational and the irrational?" (242). I certainly do not 
see why not. 
In reviewing the literature in both the psychoanalytic film theory and neo-
formalist fields, I have tried to ascertain to what extent the literature has 
looked at the practical possibilities for screening internal processes, and have 
found that there is a dearth of writing that directly links theory and praxis. 
There is, however, one particular body of work in which there is some 
practical discussion of externalizing inner processes - namely that of 
screenwriters' handbooks. 
2.2.3 Screenwriting Handbooks 
Referring in Storytelling in Film and Television to the books written either by 
scriptwriters or by teachers of television writing, Kristen Thompson 
acknowledges that although they do not present high-level theory, "on a 
practical level they can tell much about the aesthetic norms of commercial 
television" (36). Thompson sees the main drawback of these manuals as 
being that they are geared towards aspiring freelancers rather than 
established writers, and hence "stick to a fairly rudimentary level" 
(Storytelling 37). The same simplicity holds true for screenwriting manuals for 
feature films. Nonetheless I would endorse Thompson's view that these 
deserve consideration in that their advice points to expected norms. While 
my thesis does not intend to serve as a "how to" manual, it does engage 
extensively with praxis; so it seems essential to cross-reference the strands of 
pedagogy that inform screenwriting handbooks. 
Robert McKee's Story: Substance, Structure, Style, and the Principles of 
Screenwriting, considered by many to be the screenwriting bible, exhorts 
screenwriters to remember the following: "We must realize that a screenplay 
is not a novel. Novelists can directly invade the thoughts and feelings of 
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characters. We cannot" (343). McKee goes on to warn against forcing 
exposition into a film through "novel-like free associative editing or 
semisublimal flutter cuts that I glimpse' a character's thoughts" (343). I would 
concur that such methods are often contrived, and that cinema usually cannot 
access thoughts via the direct means as do novels. However, there are times 
when free associative editing is entirely appropriate, for example in 
Svankmajer's surrealist exploration of mortality in Faust (1994), where shots 
of rickety scaffolding and decaying buildings signify the protagonist's deep-
seated fear of his own transience. Moreover, even in genres that preclude free 
associative editing, filmmakers can - through sound design, music and mise-
en-scene - convey actors' states of mind, albeit not their precise thoughts in 
verbal terms.28 
Dream is one means of weaving a character's thoughts - both conscious and 
unconscious - into the plot. Aided by dream and flashback, Isak Borg 
throughout Ingmar Bergman's Wild Strawberries (1957) is clearly replaying his 
misspent life in his head - without his thought process ever seeming 
unnaturally manufactured. Yet, apart from routinely underestimating film's 
capacity for thought, screenplay manuals for the most part caution aspiring 
writers to avoid cinematic dreams. 
Syd Field's Screenplay: The Foundations ojScreenwriting, like McKee's Story, is 
one of the most widely consulted books among aspiring screenwriters. Field 
cites the writer of Dances with Wolves, Michael Blake, justifying his decision to 
omit dreams altogether - despite the fact that they were crucial to his novel: 
There were two important dream sequences that shed a lot of 
light on Lieutenant Dunbar and what makes him tick. But I felt, 
and Kevin [Costner] felt, that those kinds of sequences never 
worked in movies. Dream sequences just tend to be flops. They 
were left out even though they were important. (256) 
28 An example is the nightclub scene in Cameron Crowe's Vanilla Sky (2001), where David 
Ames' fractured mindset is conveyed even with his facial expressions concealed by a mask. 
The high tempo music, strobe lighting, crash zooms and increasingly fast editing, work in 
conjunction with one another to convey the protagonist's manic headspace. Apart from 
voiceover, there also exist narrative tricks for articulating a character's innermost thoughts in 
precise verbal terms: for instance in Satoshi Kon's Perfect Blue (1999), where Mirna's stalker 
mirrors her thinking via a website, on which Mirna reads her own thoughts. 
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The implication seems overwhelmingly defeatist. Granted, many cinematic 
dreams are over-stated, for instance the highly orchestrated dream in 
Spellbound, 1945, directed by Alfred Hitchcock. It is perhaps in response to 
dreams such as this one that McKee describes the dream sequence as 
"exposition in a ball gown", and as usually a feeble effort to "disguise 
information in Freudian cliches" (343).29 
But there are, of course, examples of highly effectual cinematic dreams. 
Indeed, McKee does cite the opening scene of Wild Strawberries, which is 
discussed in detail in the following chapter, as one of the few effective uses of 
a dream (343). 
To be fair, there are manuals that do not caution so much against dream per 
se, as they do against their cliched treatment. Richard Krevolin in How to 
Adapt Anything into a Screenplay discusses the flashbacks in the form of a 
dream employed in X-Men: 
Do yourself a favor. When you use a dream sequence, please 
don't have your character 'jolt from sleep' or 'sit bolt upright'. 
Every screenplay I read seems to end its dream sequence in this 
way. (167) 
Similarly Alex Epstein, in Screenwriting: Writing Movies that Get Made, claims 
that while flashbacks are one of the most powerful techniques of cinema, the 
problem is simply that they are used in a "cheesy way" (62). I would 
wholeheartedly agree that the same often holds true for dream and fantasy, 
hence the search in my thesis across a range of films for techniques that are 
fresh and engaging. 
29 This kind of advice also proliferates on the Internet. Screenwriter and teacher Blake Snyder 
is unequivocal: "I advise screenwriters to try to avoid the flashback and the dream sequence" 
(n.p.). Internet blogs such as www.munkeyfilm.com reiterate this kind of advice: "There is 
no quicker way to make a film professor swallow his tongue than tossing in the dream 
sequence. Honestly, a student film with a dream sequence is about as predictable as rough 
sex in a Cronenberg film" (n.p.). 
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Interestingly, in How to Build a Great Screenplay, David Howard utilises the 
film-dream metaphor, insisting that what an audience really wants is a 
"seamless dream experience": 
The goal of the storyteller should be this kind of mesmerizing 
experience for the audience. You have your viewers willingly 
giving their attention, thoughts, and emotions to the experience 
you have created for them. (35) 
Howard speaks too of the screenwriter's need to establish the "inner lives" of 
characters (204-7). There is no mention though of screening internal processes 
in visual terms: Howard's emphasis is more on clarifying goals, wants, needs, 
fears and hopes - both within and outside the realm of the story (205). 
Syd Field's Screenplay sets the tone for many manuals when it comes to 
advising on externalising action: "First, establish your main character, then 
separate the components of his/her life into two basic categories: interior and 
exterior" (27). Field goes on to urge the aspirant writer to reveal the 
character's internal conflicts visually (27). Similarly, Lisa Dethridge in Writing 
Your Screenplay distinguishes between the protagonist's outer and inner 
worlds, holding that the protagonist's problem is often the result of a clash 
between the two worlds, and also that the plot will often be driven by this 
conflict (67). She suggests that the writer may then shape the protagonist's 
journey to prove how action affects psychology or vice versa: "How can you 
best dramatise 'inner' turmoil using imagery and locations in the 'outer' 
world?" (68). Dethridge's advice draws attention to the way in which 
external action and settings can reflect the character's inner journey. In fact, 
this is my overarching question in Chapter 5, in which I ask how Miyazaki 
uses otherworldly realms in order to describe his character's emotional 
journeys. 
A particularly useful discussion of ordinary versus magical worlds is 
included in Christopher Vogler's The Writer's Journey, which adapts a set of 
concepts from Joseph Campbell's The Hero with a Thousand Faces. Vogler cites 
Campbell's assertion that" a hero ventures forth from the world of common 
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day into a region of supernatural wonder" (81). After Campbell, Vogler 
proposes that threshold guardians guard the secret doors to the magical 
realm (112). I will draw on these analogies in discussing the use of portals in 
both Svankmajer and Miyazaki's films. And I will further investigate 
Vogler's guidelines - in relation to Campbell's theories of narratology - when 
I come to look at otherworldly realms in animated African films. 
Yet, while manuals generally urge writers to externalise internal conflict 
through action, most are - as we have established - reticent to endorse overt 
mental externalisations such as dream. One writer who does embrace the 
screening of interiority on every level, effectively linking practical advice with 
theory, is Cherry Potter - a psychotherapist, screenwriter and author of Screen 
Language: From Film Writing to Film-making. She posits that once we are 
identified with a character, we often take for granted lithe apparently 
seamless transition from seeing how the character is acting and responding in 
the world to experiencing the innermost recesses of their imagination" (21). 
We do not wonder, according to Potter, how we know we are in a character's 
mind, sharing their /I dreams, memories, fantasies and even their drug-
induced hallucinations and mad delusions" (21). It is precisely this audience 
state of being in situ in the character's mind that this thesis aims to 
investigate: how do filmmakers achieve this level of audience identification? 
In Potter's view, filmmakers are well aware that the solutions do not simply 
involve a few technical tricks - soft-focus images, cutting to sepia or black and 
white, or employing weird sound effects (21). Our experience of dreams, 
memories and fantasies is quite different from our everyday reality, and lithe 
challenge for filmmakers is to explore and reflect this difference" (21). The 
ways in which the difference is delineated is the focus of my investigation. 
Potter insists that the state of being /lin a character's mind" is by no means a 
question any experienced filmmaker takes for granted: instead, screen 
portrayals of inner states of mind involve a highly complex use of film 
language, and unless filmmakers signal what is going on, the resultant 
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confusion may frustrate and alienate their audience (21).30 Clearly the actual 
transition into particular states of mind is key to the screening of interiority. 
The question of effective techniques for conveying this kind of movement 
crops up repeatedly in this thesis: in relation to Cameron Crowe's pop-
inspired lucid dream Vanilla Sky, Satoshi Kon's anime psycho-thriller Perfect 
Blue, and Svankmajer's startling juxtaposition of live action and animation in 
Faust. 
Potter concludes that the way in which we handle dream, memory and 
fantasy is "always rooted in the character's experience, the dramatic question 
which motivates the character and, finally, in what the film-maker is trying to 
say" (47). These three questions form the basis for the next chapter, where 
they will be used to interrogate an array of cinematic dreams. 
30 Examples of highly complex - and somewhat flummoxing - use of film language arguably 
include Carl Theodor Dreyer's Vampyr (1932), David Lynch's Mulholland Drive (2001), and 
Takashi Shimizu's Ju-on: The Grudge (2004). 
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CHAPTER 3 
Dreams that illuminate: 
Character motivation and directorial vision 
through cinematic dream 
3.1 Introduction 
This chapter will argue that filmmakers can effectively use dreams to reflect a 
character's psychology, to throw light on the central dramatic question 
motivating a character, and ultimately to communicate what they as 
filmmakers are trying to say. The aim is to counter a common tendency that 
sees filmmakers, particularly those in training, being advised to avoid 
portraying dreams, because of the pitfalls that they can present - in terms of 
hackneyed symbolism and the obscuring of plot.31 
After discussing cinematic dreams as a means for screening inner processes, 
this chapter enters into more detailed analysis of four films. Firstly, it 
investigates the clear demarcation of dreams as opposed to reality in Ingmar 
Bergman's Wild Strawberries (1957). The chapter goes on to look at the more 
oblique handling of dream in Satoshi Kon's anime film Perfect Blue (1999), and 
his extensive use of two classic fantasy devices, the mirror and the 
doppelganger. Next, a comparative discussion is undertaken of Abre los Ojos, or 
Open Your Eyes (1997), directed by Alejandro Amenabar, and Cameron 
Crowe's Hollywood remake of the same story - Vanilla Sky (2001). Whereas 
Amenabar and Crowe use the same set of dreams to portray their characters' 
inner journeys and dramatic questions, subtle disparities in the content and 
execution of these sequences throw into sharp relief the differences in their 
directorial messages. Finally, an addendum to the chapter will explore the 
implications of its findings for the making of Zinzi and the Boondogle. 
31 A warning of this kind appears, for example, in Syd Field's Four Screenplays (256). 
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3.2 Communicating interiority 
In Chapter 2 I discussed the long-standing analogy between film and dream, 
and discussed the limitations of the analogy. In the current chapter, I look at 
some specific means of conveying interiority via filmed dreams. In order to 
do so, this chapter draws on formalist theory to identify salient techniques 
and patterns across films that successfully employ dreams within their 
structures. Because of the oneiric nature of the subject matter, and the fact 
that dreams are generally acknowledged to have psychological import, the 
chapter draws also on psychoanalytical film theory. Based on the premise 
that dream is a boundary state where conscious and unconscious materials 
mingle - and that dream is consequently not that far from fantasy - the 
chapter also draws on discussions of the fantastic, and on the intersection 
between fantasy, psychoanalysis and dream. 
Richard Allen suggests that the imagination "provides a stage upon which the 
mind can represent to itself, in the form of fantasies, desires not otherwise 
realisable", and that dreams are lithe stage of the imagination that are perhaps 
most readily apprehensible" (125). It is this ready access to the imaginative 
realm - and to characters' unconscious states - that I would argue makes 
dreams an indispensable filmmaking tool. Similarly, Raymond Durgnat 
makes a case for screened dreams being rooted in a character's experience: 
lithe film's job is not so much to provide 'information' about the characters' 
minds as to communicate their' experience', whether intellectual, emotional, 
physical or a blend of all three" (33). Cinematic dream is one means of 
accomplishing this job: to communicate a character's emotional or inner 
experience. 
Potter puts forward that dreams, memories and fantasies manifest themselves 
in a very similar language to that of film, and that film -like dream -
compresses time: 
... an experience that in reality may have lasted for years, weeks 
or hours is communicated in minutes or seconds of screen time 
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because only the essential ingredients are selected for 
communication. (Image, Sound and Story 39-40) 
It seems that dream's ability to "telegraph" a character's state of mind is the 
most basic reason that dreams are employed within film narratives. 
Moreover, the elliptical nature of dreams can be poignantly conveyed via 
editing - as I will discuss in relation to jump cuts. 
The fact that dream, like film, is a primarily visual medium, and one that 
employs symbolic language, makes the inclusion of dreams in films relatively 
seamless. Perhaps because of their visual and symbolic nature, dreams have 
been depicted in films since the early days of cinema.32 The Wizard of Oz 
(1939), directed by Victor Fleming, contains - among other classic film 
techniques - the abrupt waking from a dream. But what was highly 
innovative at the time was the use of Technicolor to portray Dorothy's dream 
world. In The Reality Effect, Noel Black describes the entire dream section of 
The Wizard of Oz as a "beautiful but dangerous fantasy that is ultimately 
renounced for Kansas' familiar black-and-white security" (215). In a number 
of subsequent films, switches between colour and black and white have 
distinguished between dream and reality respectively.33 
In Until the End of the World, made in 1991 but set in 1999, Wim Wenders 
presents media technology as an extension of the senses. He depicts a team of 
researchers in the Australian outback working on a technique for making 
visual recordings of dream images that can be played back and observed. But 
the project is a disaster, since experimental subjects become addicted to their 
recorded dream images. The addiction is described by Black as "rather a 
heavy-handed allegory of the seductive power of the cinematic image and its 
32 Bordwell cites an early example of cinematic dream in the sleep-walking incident that ends 
with the protagonist falling off a building in The Somnambulist (1903), and which turns out to 
have been a dream: in the final shot the heroine is back in bed and wakes up (Classical 
Hollywood Cinema 179). 
33 There are times when the norm has been inverted, for instance in Gary Ross' Pleasantville 
(1998), in which two contemporary siblings are transported back into a 1950s era TV show, 
experiencing the "blandness of that artificial world" (Black 215). The real world is shown in 
"living" colour and the fantasy world in black and white, exactly the opposite of the use of 
Technicolor in The Wizard o/Oz. This difference is at least in part due to technological change. 
When The Wizard o/Oz was made in 1939, Technicolor was a brand new cinematic technique. 
Audiences were familiar with seeing the "real" world in black and white, whereas for 
modem audiences, colour has become the norm. 
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complicity with the viewer's dream life" (216).34 Black describes Wenders' 
attempt to portray the dreams as one of extending the recording possibilities 
of film to the subjective and unconscious realms, and of transforming film 
into a fully interactive medium like video games or virtual reality machines 
(217). Black views "the attempt as being more interesting than the result" 
(217) - an opinion with which I concur, for the grainy images evoke 
fragments of home videos more than they do fleeting sojourns into the 
unconscious. Norbert Grob argues that because Wenders has been so 
involved in digital technology, he has lost touch with his own cinematic 
precepts: 
He fails to distinguish between what should be made visible 
and open to scrutiny, and what should be left up to the 
subjective imagination of his audience. (Grob 203) 
To the contrary, I maintain that filmmakers should be free to scrutinise every 
aspect of human experience. Yet Grob's critique does point to the dangers 
inherent in screening dreams. For one, being a material medium, it is 
impossible for film to achieve the same ineffability of dreams. However, nor 
can film achieve the same degree of "reality" of everyday experience - which 
is not to say that filmmakers do not try to do so. 
The difficulty of creating dream-like illogic is exacerbated by the fact that 
filmmakers necessarily use dreams to build a character's dramatic 
motivations, and to convey particular messages to the audience. However, 
notwithstanding the difficulty of reproducing oneiric illogic, it is worth 
remembering that neither does cinema commonly present the randomness of 
prosaic existence. Instead, in constructing narrative, films weave pattern and 
story out of daily experience. There seems nothing then to prevent 
filmmakers from creating narrative of fragmentary dreams, yet endowing 
341ms is similar to the addictive power of the SQUID technology in Strange Days, directed by 
Kathryn Bigelow - also apocalyptically set in 1999 but made in 1995. The difference is that 
the SQUID records actual experience and watching it being played back is like living a 
fantasy if it is someone else's experience, or reliving a memory, if it is one's own experience 
that has been recorded. In this way, Strange Days is a comment on the technology of cinema, 
as well as being a critique of sexualised media violence. 
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these cinematic dreams with a degree of illogic that distinguishes them from 
the depiction of reality. 
Cinema cannot produce a perfect illusion of dreaming, but it can produce 
filmic dreams that elucidate a character's experience and underline the 
character's dramatic question. Of course film characters do not necessarily 
have only one motivating force: many film narratives are driven by a complex 
interplay of questions. It is not my aim to be reductive in identifying a single 
dramatic question, but to determine a film's key precept, which may well 
interact with several further subsidiary questions. 
Cinematic dream is also a powerful tool for the filmmaker to reveal a 
particular message. Of course this supposition hinges on an auteur approach, 
the uses and limitations of which I discussed in Chapter 2. In gauging means 
of communicating interiority, it makes sense to look at authorial intent, given 
that where filmmakers utilise dreams, it is with specific meaning in mind. It 
is critical for the purposes of this research to try to unpack intended thematic 
messages encoded in filmic dreams. 
Sarah Boxer suggests that film as a visual and illusory medium is "as close to 
dream as you can get" (cited in Black 216). Film, although not equivalent to 
dream, is able to draw on visual and aural language that evokes the dream 
state, and in so doing is able to illuminate narrative questions. Bergman's 
Wild Strawberries (1957) is a useful starting point for considering cinematic 
dreams in more detail, for it contains classic devices within a psychologically 
complex narrative. The protagonist experiences a series of reveries, dreams 
and nightmares that throw light on his unconscious motivations and 
unresolved issues. 
3.3 Wild Strawberries 
Wild Strawberries tells the story of Isak Borg, a 78-year-old doctor who is about 
to go to the University of Lund to receive his jubilee doctorate. He wakes up 
from a nightmare filled with death-like portents, and decides that instead of 
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flying, he will drive. The car journey with his daughter-in-law Marianne 
becomes a journey back in time - on both an historical and a personal level. 
Borg's first stop is at his childhood home, where he has his second dream, 
involving the sweetheart of his youth, Sara, who rejected him for his more 
sensual brother. Back in the present, he visits his mother, who has in her 
bitterness cut herself off from her family. After lunch, Borg dreams for the 
third time: nightmarish visions of professional failure, and of his dead wife 
sleeping with another man. As Borg's past unfolds, it becomes part of his 
present. A young hitchhiker comes onto the scene, a replica of his old-time 
sweetheart Sara. And we meet Borg's son, in whom Borg's own coldness and 
aloofness live on. Gradually during the course of the film, Borg gains insight 
into himself, and by the time he reaches Lund, he has come to realise his 
shortcomings. After the jubilee festivities he can rest peacefully at last, 
dreaming for the fourth time - this time an idyllic dream of reconciliation. 
The nightmare Borg has in the beginning, in which he sees his own corpse, 
motivates him to re-evaluate his life - one suffused with loneliness. He is 
entirely shut up in his own world, and Jorn Donner identifies the film's 
underlying question as being "Can he get out of it?" (155). I would suggest 
that all four of the dream sequences in Wild Strawberries not only reflect Borg's 
psychological experience, but also help to underline this dramatic question. 
Philip Mosley sees the basic theme of Wild Strawberries as an individual's 
journey into self-knowledge through confrontation with the past (68). Borg's 
nightmares, namely his first and third dreams, are certainly his most acute 
moments of self-confrontation. These nightmare sequences and his more 
nostalgic second and fourth dreams are integrated into a structure centred on 
one day: in external time the film is enacted from an early morning to the 
evening of the same day. However, dreams two and four are, in a sense, 
imagined flashbacks, and so take us backward in time and disrupt the linear 
narrative. 
Birgitta Steene argues that, from a structural point of view, Wild Strawberries 
continues the Strindbergian dream play tradition (72), the technique 
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Strindberg described in the preface to his Dream Playas seeking to "reproduce 
the disconnected but apparently logical form of a dream": 
On a slight groundwork of reality, imagination spins and 
weaves new patterns made up of memories, experiences, 
unfettered fancies, absurdities, and improvisations. The 
characters are split, double and multiply, they evaporate, 
crystallize, scatter and converge. But a single consciousness 
holds sway over all of them - that of the dreamer. (cited in 
Steene 72) 
According to Steene, Strindberg was by no means the first to use dreams as a 
structural device, but he was the first to stage a dream world in the spirit of 
modem psychology: Bergman's Wild Strawberries is conceived in that modem 
vein (73).35 
3.3.1 Dream one - the corpse 
The first nightmare, which follows the film's opening credit sequence, 
succinctly portrays Borg's psyche, and establishes a symbolic language that is 
echoed in his later dreams. After Kristen Thompson's neo-formalist 
methodology, I have included a set of still frames in order to quote the 
sequence pictorially (Figure 1). The nightmare sequence is also included as 
Clip 1 in the folder labelled Chapter 3 on the accompanying DVD. To 
paraphrase the sequence briefly: Borg sets out for a morning stroll in the 
deserted city, and sees that the hands of a clock outside a watchmaker's shop 
have disappeared. When Borg takes out his own pocket watch he finds that it 
too has lost its hands. He then meets a male figure, but his face is deformed, 
almost nonexistent. Finally, Borg finds himself about to be run down by a 
hearse when it hits a lamppost and falls to pieces. A hand reaches out of the 
35 According to Steene, the film follows up on an earlier trend in the history of filmmaking, 
and Bergman profited from the realisation of older German directors "that the camera has a 
distinct advantage over the stage in projecting a psychic situation into symbolic imagery and 
in destroying the unities of time and place" (73). 
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c(ltfin .• tnd Whl'll HUT)..; grab., 11, he i,.. pulled \DW,lr,h it. The .J l',ld Jl1iln h,l ~ 1l1." 
own fac(·. 
Tlw I(W:.lli .)n of the:> d('~l'rt('(1 s lre'f'!. ni~htmaTi<:h in it<., h;lr~h ~lI 11 lighc .. i ~nili l~ 
Borg'~ .1(',,(11<.11<'. lonl'ly lift' Tl'lling lr . Bl'r~m .. m rd.l\( .... b right sunl i,l'.hl III le.H, 
claiming: " My nigh tmares art"' always satur <l h~d in "ullsh ill{,", <lnd " When I 
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see a cloudless sky I feel the world's coming to an end" (Bergman on Bergman 
78). 
Another aspect of the location's nightmarish quality is its creepy silence. The 
commentary and music are non-diegetic: Borg delivers the voiceover 
retrospectively as he recalls his dream. There is no atmospheric track, only 
distinct sound effects: the grinding of the hearse's axles as it sways against a 
street lamp, the distant tolling of bells, Borg's heartbeat, and a wailing that 
accompanies the coffin's sliding out of the hearse. Peter Cowie suggests that 
this wailing implies the proximity, /I almost juxtaposition of Birth and Death": 
for the sound is identical to that made later by a baby in a dream (cited in 
Steene 75). Cowie sees the baby, who is rocked by Borg's sweetheart Sara, as 
Borg's "wishful projection" of himself (cited in Steene 75). Thus the initial 
nightmare contains sounds and images that portend both dream and real life 
events later in the film. 
In Chapter 2, I discussed Christian Metz's claim that psychoanalysis ties 
Freud's ideas of condensation and displacement to metaphor and metonymy 
respectively. The opening dream sequence of Wild Strawberries contains a 
number of condensations - metaphoric images that invite a whole range of 
associations, all of which speak to Borg's psyche. Yet, it is Steene's view that, 
although the tone of Borg's dreams is easy to determine, the images used to 
convey the workings of his mind do not always seem fixed in their meaning 
(75). She suggests that the spectator is invited to partake in the dreams in 
much the same way as does Borg himself: "It is well to remember that Isak 
Borg's blindness is deep, and his road towards self-knowledge is tortuous and 
difficult. Hence, his dreams serve both to mystify and to clarify" (75). 
Arguably, however, Borg's dream can be systematically decoded - albeit the 
meanings are not singular or fixed - just as Borg in the end is able to reach an 
understanding of his own psyche. 
Jesse Kalin suggests that we are able to make eventual sense of the metaphors 
due to their repetition and cumulative effect, whereby they make Borg's inner 
feelings externally visible: "We see them, and they come to inhabit our 
unconscious with all their suggestions and reverberations" (70). One 
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recurrent condensing metaphor is that of the handless clock (flgllre 2). K.1l in 
sees the Image as ambiguous: it is not that hme has stopped; it has reached 
the point "when time shall be no more" (68). He interprets the image as 
meaning also thai Borg "does not know what time it really is or recognise 
what time is truly for" (68). One could also interpret the missing hands to 
mean that Borg has Il)!;! something. The lost hands could signify lost 
moments, lost p,"ssibi li lies that Borg failed to "grasp" with his own h;:mds. 
Perhaps the missing hands allude tu figures such as Sara tl1<1t Borg failed to 
huld close. Aftt:r Frcl.ld, one could alternatively view the missing ha nd s, in 
stand ing In for Borg's olVn loss, as involving a process of dlsplacement -
whereby there is a Ir.lnsfer of psychic energy from something signifi cnn l to 
sOnll,thi ng ban;11 (Tlit' [lItfrl're tntioll of Dreams 190-1). 
Mosley pOints out that the handless timepieces coincide with Borg' <; 
thumping heMt (78). Signifi cantly, this synchroni sation of sound ,md image 
IS repeated during Borg's visit to hi s mother, who lives ;n a death ·like world, 
and shows him another handless Itmepiece. The synchromsation seems to 
bespeak Borg's m0rtal ily - the fact that he is rulUling out of lime. 
FIgure 2; The handless do,k in !Vlld S ! mwbj'rrt~s 
Kalin suggests that the bleeding eye in the glasses below the clock conveys 
Borg's "defective "bllity to see" (69). The bleeding eye, in combination with 
the dock, serV l~S .1S a classic case (If C(lndensati(ln: the images rombine the 
mortali ty, lifelessness and fuhl ity of the d ock \vjth the damaged eye's fracture 
and mability to see - all of which point to Borg's inherent failures. 
Mt)sley !:>(.'Cs the bleeding eye as part of a pattern of images of di sinlegr.1tioll 
that dominate the opcnlllg nightmare (75). Indeed a number of fractured 
images fi t into this pattern: the motionless figure that falls tn the ground and 
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splits open to spill blood; the wheel of a passing horse that breaks loose and 
rolls towards Borg; and the arm that emerges from the coffin. The image of 
the arm evokes an aspect of Freud's theory of the uncanny, namely that 
concerning fragmented body parts.36 Freud discusses" dismembered limbs, a 
severed head, a hand cut off at the wrist" and "feet which dance by 
themselves" as having '~something peculiarly uncanny about them, especially 
when they prove capable of independent activity" ("The Uncanny" 366). Also 
evoked by the image of the corpse is that aspect of the uncanny Freud 
explains as a state or feeling that is most powerfully experienced "in relation 
to death and dead bodies, to the return of the dead, and to spirits and ghosts" 
("The Uncanny" 364). 
A salient technique present in the film, connected to dream in its inherent 
subjectivity, is that of first-person narration: Borg introduces us to the film 
with an explanatory voice over, which returns at various junctures. Donner 
points out that while the film is told in the first person, it does not use a 
subjective camera (159). However, this opening dream sequence is a notable 
exception in that it contains an extensive interaction between objective and 
point of view shots. We see the handless clock from Borg's point of view, and 
when he peers into the coffin, we see his own face staring back. Bergman cuts 
from a low-angle shot of Borg beyond the coffin to a high-angle shot from 
behind him. As Borg and his corpse struggle with one another, there is a 
series of alternating close-ups - so that the two images virtually merge. This 
merger takes place not through a dissolve, but rather through the rapidity of 
the cutting. Finally the camera zooms into large close-ups of the faces of Borg 
and his corpse, both of which go out of focus, before a cut to a similarly sized 
shot of Borg waking up in his bed. 
Borg's abrupt awakening clearly indicates the dream's end. According to 
Steene, Bergman never lets Borg pass from the empirical world to the 
unconscious without informing the spectator that he is falling asleep (74). In 
fact, in Image Sound and Story, Potter states that the clear demarcation between 
36 Freud's essay "The Uncanny", 1919, suggests that the uncanny is associated with a subject's 
experience of people, events, places, which become suddenly and frighteningly strange, 
although they are, in fact, quite familiar to the subject (340-1). Freud also explains the 
uncanny as the return to the conscious of repressed material (363-4). 
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dream and waking states in this first dream serves the sequence's thematic 
and dramatic intentions: 
... Bergman's central concern was that we ask how the 
Professor's dream will affect his waking life, given that he 
appears to be complacent and self-satisfied, yet the dream 
suggests the need for a dramatic confrontation with the self 
before death. It was necessary that we are able to distinguish 
clearly between dream and present reality because the issue was 
how the dream would affect his reality. (65) 
The first effect of the dream on Borg's reality is that he decides to drive to 
Lund, rather than to fly, and so sets in motion a literal journey that doubles as 
a metaphoric one into his past and his psyche. 
3.3.2 Dream two - the berries 
Borg's first stop is at his childhood home, where he rediscovers the wild 
strawberry patch that gives the film its title. His mind wanders back and he 
falls asleep. A dissolve into a medium-long shot, accompanied by nostalgic 
piano music, changes the house into its former state. This second dream 
sequence also serves as a flashback, and in the voiceover, Borg articulates this 
merging of dream with memory: 
I don't know how it happened but the day's clear reality 
changed into the shapes of a dream. I don't even know if it was 
a dream or if it was memories that appeared with the strength of 
real events. (Wild Strawberries DVD) 
Eugene Archer has suggested that the wild strawberries that trigger the 
dream have the equivalent of Marcel Proust's famed petite Madeleine that the 
narrator dips into his cup of tea to begin his search for lost time (cited in 
Steene 75-6). In addition to serving a catalytic function, the strawberries are 
symbolic in themselves: Donner claims that the strawberries symbolise purity 
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dream everH:-lhat projecl Borg's psyche; events in the real world uncannilv 
rdkct hi s inner experience. 
3.3.3 Drea m three - the mirror 
In the third dream, oneiric illogic takes over completely, as the inte rior of the 
house bc-comcs an examination room where Borg is "ubjected to 1l'~~ of his 
profcs~ional wmpctence. Mosley ~es the soft focus mid -do::;e-up of Borg 
shakily pouring water into a glass as demonstrating hi~ fear, intensified by 
incomprehensible words on a blackboard (77) . Borg fai ls an examination 
because he ca n only find his own eye in the microsC()p~~ - suggesting lhal he 
can scc nothing I.x:yond himself. He is pronounced guilty and ~ntcnced to 
loneliness, before being led through a swamp to witness his wife haVing sex 
with another man in ,1 io rest clearing. Here he is forced to heM her 
accus..1tiOtl", and to ac knowledge his own partial cu lpability. This recogni tion 
process is slowly beginning to answer tht> film 's dramatic question: "Will 
Borg be able t,o gct out of h is dosed world ?" 
This thi rd dream o;;equence contain" a seminal moment of self-e x.1tninat ion, 
when Borg's youthful ~\\'('ctheart, Sara, holds up a mirror to Borg. to reflect 
hi s 78-yea r-old fll C(' (Fi,\illre 3). Mirror momen ts are typi cally about self-
reflecti on, and here Sara i ... forcing Borg to l(X)k at \.vho he has become. When 
Borg tri es to ignore hi" reflection, Sara insists that "he can't bC';)r thC' truth" 
(Wild 5 trm('/Jerrie ~ DVD). Mosley sees the sequence of re\'erSe shots as 
emphasising their mutual alienation (77). 
/I,\ur,' 3: Ingrid Inulin a nd Victor Sjostrom in th{' mIrror bhot m ~Vi/d Strml'lwri", 
59 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
In Narrative Comprehension and Film, Branigan analyses this mirror shot within 
a discussion of focalisation - our experiencing the film world "through" a 
character - a concept introduced in this thesis in Chapter 2. Branigan 
maintains that focalisation through a character depends on levels of narration 
that "define and ground the character who is to have an experience" (104). 
These other levels of narration, according to Branigan, are" always 
superimposed in a film; occasionally several may be relatively explicit, and 
may even be in conflict with one another" (104). The mirror moment contains 
such conflicting narrations: in fact, Branigan proposes that it is the result of at 
least six different levels of narration operating simultaneously (104). I have 
summarised Branigan's analysis thus: 
l)Bergman presents a story in which the character Isak Borg becomes 
the diegetic narrator. 
2)We see Borg narrating the story about himself. 
3)Borg, an externally focalised character, falls asleep. 
4)He dreams of himself at his present age of 78 in a new locale. 
5)In his dream he witnesses his 20-year-old sweetheart confront his 78-
year-old self. She holds up a mirror. 
6)The mirror reflects Borg's 78-year-old face. 
(104-5) 
Branigan argues that this shot's narrative structure may be represented as a 
sequence of six frames within frames as follows: 
[ [ [ [ [ [ . . . mirror reflection . . . ] ] ] ] ] ] 
The power of the shot, according to Branigan, derives in part from its 
"sudden knotting together of distinct narrations to create contradiction and 
paradox" (105). He sees "the subtle intricacy of this moment" as depending 
upon "the creation of various levels within the narration that are posited as 
logically distinct, followed by a transgression of the boundaries" (105). It 
seems that this degree of contradiction and paradox is acceptable to the 
viewer precisely because the moment is presented within the context of a 
dream, and in this way, the dream becomes a site of transgression. 
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Bergman stated that "Film as an art form ... should communicate psychic 
states, not merely project pictures of external action" (cited in Mosley 68). 
The dreams of Wild Strawberries certainly communicate psychic states, but this 
is not to say that the dreams' meanings are fixed or singular: there is room for 
interpretation of the multiple meanings encoded in Bergman's condensations 
and displacements. Arguably, even the multiplicity of meaning points to 
Borg's own confusion. Branigan's analysis of the mirror shot usefully 
demonstrates the levels of conflicting narration that can characterise films 
portraying dream, and I will employ his method of breaking down such 
narrative layers when I come to discuss Perfect Blue. 
3.3.4 Dream four - reconciliation 
When he wakes from his third dream Borg continues to Lund to receive the 
award amidst pomp and ceremony. After he goes to bed, the final 
reconciliation occurs in the fourth and last dream sequence. (See Clip 2, 
Chapter 3 on DVD.) The shot of Borg in bed dissolves to a long shot of Borg's 
childhood home, where everything is idyllic once more. Sara leads Borg - as 
his current rather than his young self - t  see his parents sitting by the 
lakeshore, waving to him. Mosley believes that at this point Borg "replaces 
fear and contempt of his parents with a vision of eternal familial communion" 
(79). It is Kalin's view that, by the end, "Borg is able to see who and where he 
is and achieves the capacity to be both actor and audience at the same time" -
a capacity that for Bergman is lithe closest to wisdom we can achieve" (67). 
In each dream Borg's experience is central. Steene holds that Borg's dream 
visions are motivated by his involvement in a given situation, and that they 
correspond in mood to his state of mind at the moment when he has a dream 
(74). Certainly in the first dream, which takes place when Borg is still aloof 
and withdrawn, the setting is nighbnarish and full of death-like imagery; 
whereas the last dream, which takes place after his self-reconciliation, is 
idyllic in tone. Moreover, the dramatic question - Can Borg escape his closed 
world? - motivates his every dream, and is at last answered affirmatively in 
the final dream, when Borg's parents wave to him from afar. This denouement 
reflects what Bergman describes as the driving force in Wild Strawberries: II a 
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desperate attempt" to justify himself to "mythologically oversized parents" 
(Bergman on Bergman 22). Wild Strawberries may serve as Bergman's self-
justification on a personal level, but every dream also serves to communicate 
what he seems to imply in a broader sense: that we need to look deep within 
to acknowledge who we are, and to recognise how the past informs our 
present. 
Potter has indicated why Bergman draws dear bounds between dream and 
sleep in Wild Strawberries: the very point is how the dream will affect the 
reality. The audience always knows when Borg is awake or dreaming. 
However, Noel Black points out the contemporary reticence to employ the 
convention popularised by The Wizard of Oz: 
... at the close of the filmed century that pioneered the recording 
of reality, and at the dawn of the digital age of the virtually real 
- the convention of the abrupt awakening from a bad dream has 
been reversed: the dream is the reality. In 1999 the heroine's 
nightmares of a psychotic killer turn out to be true in Neil 
Jordan'S In Dreams, Kevin Bacon's character in Stir of Echoes has 
nightmares about a corpse in his house that turns out to be real, 
and the boy in The Sixth Sense has visions of the dead that prove 
to be valid. Also in the same year, the besieged heroine of Kon 
Satoshi's animated psychothriller Perfect Blue undergoes what 
appears to be a mental breakdown in which her nightmares 
appear to take on a reality of their own and become a real threat. 
(215) 
Indeed, Perfect Blue provides a valuable counter-point to Wild Strawberries, in 
that it switches frequently between reality and fiction, often with no warning 
that any alteration in reality has taken place until after the switch - if indeed 
there is any indication at all. 
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3.4 Perfect Blue 
To give an idea of the ways in which dream and reality interhvine in Perfect 
Blue: Mirna Kirigoe, a 21-year-old pop idol, abandons her music career to 
become an actress in a television psychodrama, only to be haunted by a 
malign version of her former pop-star self. She also finds the details of her 
life posted on an Internet homepagc, as a crazed fan called Me-Mania sta lks 
her and reports her every move. Regardless, Mirna forges ahead with her 
new career. She is coerced into taking part in a chilling rape scene and into 
posing for nude photographs, whereupon the plots of (cal life and the TV 
series begin to merge. The show's producer and screenwriter are both 
gruesomely murdered, in scenes that reflect the TV drama in which Mirna 
plays a schizophrenic character who performs similar murders. Soon Mimi! 
loses all track of dream and reality - even consulting the Internet homepage 
to find out where she has been and what she has done. At the film's climax, 
Mima's agent Rumi turns upon her in a terrifying altack. It is revealed that it 
was Rumi who staged the killings and hired Me-Mania to kill Mirna. In a 
final showdown, Mima defeats Rumi, who ends up in a psychiatric hospital, 
while Mirna goes on to become a successfu l actress. 
Figures -1 and 5: ~ima as a pop idol; ~ima's stalker Me-~ania in Perfect BI!~ e 
Fantasy shares significant kinship with dream in that it also wells up in the 
imagination and the unconscious. Although we exert less control over dream 
than we do over fantasy, r would argue that filmmakers employ dream to 
serve a similar function as they might use fantasy: to bespeak a character's 
psychological and emotional state, and to underline the dramatic question 
motivating a character. Kon merges dream and fantasy in Perfect Bille so that 
they are to all intents and purposes indistinguishable. Certainly, in portraying 
Mirna's dream world, Kon makes exten"ive use of two classic fantasy devices, 
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the mirror and the doppelganger, in sequences that could be read as oneiric or 
fantastic. 
3.4.1 Anime dreams 
Tasha Robinson describes Perfect Blue's success as lying in "the twisted, self-
referential storyline that inter-cuts reality with fantasy so fluidly that viewers 
inevitably take on Mima's shattered point of view, unable to distinguish the 
truth until the stunning conclusion" (n.p.). What is more, Kon's use of anime 
renders fantasy and reality on the same flat plane, as equal parts of Mima's 
experience. Joel Black accordingly raises the question as to whether dreams 
are different from reality in the fantasy world of animation: 
Are dreams (or nightmares) just dreams or are they as real as 
anything else in the film? Is it possible to dream in animation, 
and if not, how is it possible to ever wake up? (215-6) 
There is a case for saying that, because animation is by its nature already at a 
further remove from reality than is live action, the entire film takes on a 
dream-like quality that undermines the dream/reality dualism. Moreover, 
Kon employs a "limited animation" style, which Thomas Lamarre views as 
characteristic of much Japanese anime (329-68). This style has the effect of 
showing characters floating though space in a dream-like manner, as less 
attention is given to animating every single step.when characters walk, and 
more attention is given to lyricism and atmosphere. 
In Perfect Blue, Kon uses anime in tailored ways in order to express Mirna's 
mental state. For instance, there are a number of jump cuts, the purpose of 
which Kon has described in an interview with Tom Mes in the online journal 
Midnight Eye: 
We'd cut fast from one thing to another as if it were a fight 
scene, even if there wasn't any action involved - it helped 
emphasise Mirna's sense of confusion .... (n.p.) 
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Kon explains that as he and the animation team progressed with the film, 
especially in its latter half, they decided to cut faster and faster from scene to 
scene. This progressively quick editing certainly contributes to the 
increasingly crazed confusion present both in Mirna and in the viewer. Kon 
further claims that he used imaging techniques to connect different scenes by 
"piling action scenes or images one on top of the other" (cited in Mes n.p.). 
Mirna's real and nightmare worlds are connected by this kind of 
"image conglomeration" in a montage sequence that cuts rapidly 
between a man being stabbed and naked images of Mirna posing for a 
photo shoot. (See Clip 3, Chapter 3 on DVD.) The murder scene 
appears to be Mirna's nightmare, which is based, in turn, on a murder 
she enacted in the drama series. The inter-cutting between Mirna's 
stripping and the murder underlines the level of degradation that 
Mirna undergoes in the photo shoot, and the traumatic effect that it has 
on her psyche. The montage accelerates to a dizzy crescendo, before 
cutting to Mirna jolting awake in her bed. She soon finds bloodied 
clothes in her cupboard that seem to implicate her as murderer. Due to 
the rapid piling up of images, Mirna's inner and outer worlds are 
barely distinguishable at this point - underlining her dramatic 
question, Will Mirna discover who she really is? 
Kon's quest to create a style that underlines Mirna's state of mind and reflects 
her dramatic question sees his deliberate rejection of many well-worn 
techniques. In the interview with Mes, Kon claims that with animation, the 
style is frequently fixed, and depictions of dreams follow set patterns. He 
refers to such hackneyed techniques as wavy lines on the screen; the switch to 
sepia tones; the cream flowing to the top of coffee to create a whirlpool; and a 
close-up of someone's eyes (n.p.). This kind of editing he sees as "totally 
boring", and believes that there are many more ways of introducing dreams 
and flashbacks: 
Even if the shot or the scene changes, they must be linked 
within the flow of the story and I thought that it would be 
65 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
interesting if the viewers did not immediately grasp they were 
watching a flashback or a dream. (cited in Mes n.p.) 
The dreams are thus not treated as separate entities, but carry the narrative 
forward to the same extent as do the waking scenes. Kon claims that viewers 
are "too used to being treated kindly" and that he has deliberately broken the 
pattern of "sleepy continuity" (cited in Mes n.p.). Consequently there are no 
cross-fades, dissolves or establishing shots to link scenes with different 
locations or time settings, or to convey that we are entering dream territory. 
For instance, there is a scene in which Mirna the actress is delivering lines on 
the set for the drama, and is suddenly waking in her bed, only to be seen a 
moment later back on the set. Interestingly, although we as viewers are not 
given the usual cues as to when we are entering a dream, we are frequently 
cued in retrospect as to the dream status of a scene - via shots of Mirna 
awakening. The audience's quest to determine what is dream and what is 
reality is in this way constantly undermined. 
3.4.2 Layered narration 
Cutting without warning from scene to scene and from location to location, 
Kon interweaves layers of reality with Mirna's dreams. But there is a third 
layer of narration: scenes from the appropriately named show Double Bind, on 
which she is cutting her teeth as an actress. This third layer in a sense reflects 
both Mirna's dreams and her reality.39 
The multiple levels of narration reveal themselves in their most extreme 
complexity in a scene from Double Bind, in which Mirna's character Yoko is 
diagnosed as suffering from multiple personality disorder. (See Clip 4, 
39 Indeed terminology exists to describe different layers of narration in film and literature, 
namely "metalepsis" and "reality bleeding". According to Debra Malina, in Breaking the 
Frame: Metalepsis and the Construction of the Subject, metalepsis is a disruptive narrative 
strategy involving the transgression of boundaries between mutually exclusive narrative 
levels or zones such as interiority / exteriority, past/ present/ future or parallel dimensions (1). 
In an article entitled "Metaleptic Machines", Marie-Laure Ryan maintains that ontological 
metalepsis involves "a transgression of levels that causes contradiction", such that one level 
of narrative reality "invades" another and derails the metaphysical basis by which we usually 
understand existence (451). 
66 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
Chapter 3 on DVD.) She is convinced that she is really Mirna: in other words, 
the character that Mirna plays in the television drama confuses herself with 
Mirna the actress and former pop idol who is playing her character. Jonathan 
Romney describes this as a ''baffling moment soon revealed as only a 
provisional representation of Mirna's predicament" (n.p.). 
This baffling moment warrants careful unpacking. It starts with Mirna 
waking from a nightmare that is ostensibly also a scene from the drama, in 
which her character Yoko enacts a murder. Mirna awakes in a wide top shot 
that is used in exact replica at several other points of the film. We cut to a 
medium close-up, with Mirna's reflection in the mirror behind her, in a space 
that could still be her bedroom, yet in its neutrality could also be part of 
another location. Mirna proceeds to rotate from this neutral position in a 
leftward motion through space. The camera simultaneously pans left with 
her, to reframe on a two-shot that shows Mirna - now in actress mode - facing 
the psychologist character of the drama. The psychologist asks her name, and 
Mirna's television character Yoko replies that she is a pop star, then corrects 
herself quickly - "No, an actress". The psychologist leaves the glass booth, 
and tells two men outside that Yoko has dissociative identity disorder, or 
multiple personality syndrome. Yoko sees herself as a new actress, Kirigoe 
Mirna, and sees her original persona as nothing more than a character in a 
drama. As the psychologist explains all this to the observers, Mirna's 
character is seen speaking noiselessly through the glass, as if trapped in a 
cage. 
After Branigan, the self-reflexive construction of this scene can be unravelled 
to show the following conflicting narrations at work: 
1) The mirror shot at the scene's opening is a physical reflection of 
2) the "real" Mirna who has abandoned her pop career for acting, and in 
her self-turmoil is being pursued by 
3) a ghost or double of her former pop idol self, who is finally 
transformed into 
4) Mirna's agent Rumi, a former pop idol, who ends up in a psychiatric 
institution, thinking she is Mirna the pop idol. 
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5) The "real" Mirna (2) in this mirror shot is playing a schizophrenic 
young woman, who thinks that 
6) her real self, Yoko Takukura, was just a character in a drama, and that 
she is really 
7) Kirigoe Mirna, a new pop star and actress ... 
8) as observed by the viewer, who identifies with Mirna. 
Branigan's description of the mirror shot in Wild Strawberries as deriving its 
power from its "sudden knotting together of distinct narrations to create 
contradiction and paradox" (lOS) also holds true of this scene in Perfect Blue. 
The contradiction and paradox inflicted on the viewer in fact reflect Mima's 
confusion as the boundary between dream and reality is blurred. Thus I have 
proposed the eighth level of narration, given that as much as there are 
doubles within the text, the film spectator is another kind of double. Of 
course this opens up the vast arena of spectatorship theory, touched on in the 
literature review.40 Here I simply raise the fact that, given the identity search 
that runs throughout Perfect Blue, we as viewers perhaps do not remain 
entirely ourselves, but take on something of Mirna's confused screen persona. 
There is a similar transgression between levels of narration in a scene where 
Rumi visits Mirna in her apartment. (See Clip 5, Chapter 3 on DVD.) Mirna 
expresses concern that her other personality - "my other self that I buried 
deep in my heart" - could start acting on its own. As she says this, she slides 
rightwards across the screen, the busy detail of the apartment being replaced 
by a flat background. A hand enters frame-right to touch her shoulder 
comfortingly, as someone says, "It's all right. There is no way illusions can 
come to life". Mirna responds "Rumi?" before we cut wide to see her no 
longer in her apartment with her agent, but on set with the psychologist 
character and the television crew. The sliding motion across the screen has 
replaced a cut between one spatial and temporal location and another.41 
Startling in its unexpected transition, the sliding seems to reflect the 
40 See page 33, where I discuss Metz's claim that behind every incredulous spectator, who 
knows that screen events are fictional, lies a credulous one, who believes these events to be 
true (Psychoanalysis and Cinema 71-2). 
41 A live action variant of this technique is employed in the panning movements used in Layer 
Cake to transit smoothly from one space and time to another. 
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frightening slippage between reality, the show, and the dream that is taking 
place within Mirna's mind. 
Mirna's confusion is embedded in the very structure of the film's narrative so 
that it takes on the same sort of irrational fluidity she herself is shown as 
experiencing. The replaying of events creates a nightmarish loop, which 
evokes what Freud describes as "involuntary repetition" and as "fateful and 
inescapable". He sees the "factor of the repetition of the same thing" as 
arousing an uncanny feeling, and as recalling "the sense of helplessness 
experienced in some dream states" ("The Uncanny" 359-60). The exact 
replication of images at different points in the film, for instance that of Mirna 
waking up time and again in the identical position, is certainly unsettling in 
its effect both on Mirna and on the audience. 
The uncanny repetition of events and images contributes to the blurring of the 
line between subjective and objective perspectives in Perfect Blue. Kon speaks 
about the way in which he transgresses the usual boundaries between these 
standpoints: "For an outsider, the dreams and the film within a film are easy 
to separate from the real world. But for the person who is experiencing them, 
everything is real" (cited in Mes n.p.). In fact, the viewer - I speak for myself 
at least - feels much of the bewilderment that the character experiences. 
Perhaps the merging of reality and dream evokes for the audience the aspect 
of the uncanny that, according to Freud, is concerned with where "the 
distinction between imagination and reality is effaced" ("The Uncanny" 367). 
Kon further effaces the divide between reality and dream in that he makes no 
graphic distinction between conscious and unconscious states. The only 
graphic shift is the manga irnagery used to describe pop culture. Romney 
points to an instance: "an exceSSively baroque flash of manga art - a generic 
big-eyed space girl- invades the screen, looking much more three-
dimensional than the film's real world" (n.p.). (See Clip 6, Chapter 3 on DVD.) 
It is true that the "real world" of the film is plain and flat by comparison with 
the pop culture icons. Romney suggests that the very execution of the 
animation in Perfect Blue becomes" a complex metaphor for Mirna's reality, in 
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which the everyday becomes a colour-drained place of exile from the pop 
universe" (n.p.). The quotation of pop and manga images stands in contrast to 
the bleak images of a faceless Tokyo. In this way the iconic pop language 
serves as a layer of dream-like existence running parallel with the bland 
urban environment. By creating another level of visual complexity, the manga 
and pop images not only contribute to the theme of fame and celebrity that 
runs through the film, but also undermine the reality / dream divide - which 
enjoys no such visual demarcation. 
When asked in an interview whether there was a message he wanted to 
deliver through the film, Kon initially laughs wryly and claims that he is not 
sure that there is anything in particular. But soon he starts to muse: 
Perhaps it would be "losing reality" ... the real life images and 
the virtual images come and go quickly in the film. When you 
are watching the film, you sometimes feel like losing yourself in 
whichever world you are watching, real or virtual. But after 
going back and forth between the real world and the virtual 
world, you eventually find your own identity through your own 
powers. (Perfect Blue DVD) 
Kon's message is seemingly about /I finding oneself". It seems that the 
blurring of dream and reality, and their ultimate re-separation at the film's 
conclusion, are crucial in communicating this search for self-integration. 
3.4.3 Seeing double 
Mirna's shifts between reality and dream are characterised by the repeated 
appearance of her phantom self or doppelganger, who renders Mirna's crisis of 
identity physically manifest and creates an uneasy feeling in the viewer. This 
recalls the uncanny sense created with the appearance of the double in Wild 
Strawberries, where the same actor plays both the hitchhiker and Borg's 
youthful sweetheart. 
70 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
In a review of Per/eel BIII I.', Richard Scheib suggests tha t the t'lc tres..<; i ~ reall y a 
sp lit per~on"l ity created by Mirna to deal with the stress of being a pop sta r, 
and the dOPI,elgiillgrr is in fact her rea l self coming through. Sehei '" ~X''' the 
TV show a<; a projection of the repres.<oed memories of an " abu~ ive childhood" 
(n.p.). I d isagwc wholeheartedl y \vith Scheib's analysis, as there is litt le to 
suggest tha t Mirna is .. tr(.>ssed by being a pop st<1r: ~he seem .;; on ly 10 worry 
when !'hc b(.'Comc~ an a ctre~s. I -fer dOl'pc/giil1ger is seeming ly a direct rc::;ult of 
her trauma around becoming an actress: after all, what is acting, bu t 
displacing one' s OWI1 identity? furthermore, Mirna is dearly an actress by Ihe 
film'::; end, when \ve are osten::;ibly very much in "rea l" territory. 
SdlCib point<; oullhClt at the film's "puzzling conclusion" the dopprlgiillger and 
the VMious assassinations "art' mundanely rcvcakd to be the merl' 
rnilchinations of ont:! of Ihe heroine's friends" (n.p.) . I agree with Scheib that 
the dmOlwmml is puzzling, but contest his position that the doppel~iillgel" can 
be explained ,lway as Rumi's "machination". Wh ile Rum! coul d conceivably 
have bt..oen behind the stalker Me-Mania in creating the hoa, homepasc, and 
in ass..'l<;s inati ng the- producer and wri ter of the TV show, a haunting shadow 
"elf has been pre<;cnt in ,\I1ima'<; mind rcgard lc.;;s of Rumi'~ action ... The w:-.y 
in which the doppelgimger bounces along stn.X'llamps and appears in mirrors 
defies log ical expla nation, and is certain ly not something that Rumi could 
have orcheS\ratl'<l . Although M inla's double is d i.<;p laced by Rumi'~ real 
presence in thl' final scenes, the duppe/giillgrr that appears in private to Nlima 
before Ihis point is nonetheless an imagined shadow self, defyin g logicdl 
explanation. 
Figurl.' 6. Ruml rcpli1«'s Mlma's d uub le in tht- fi na l SCl'Ill'S of I'a/tel 81ue 
Pos.'iib ly Mirna ':, dOI'pe/giinga i~, in fact, "t ran <", ferred " onto Rumi at the film's 
climax. This "tran:.ference" lakes place as .1 series o f dis~o l ves bct\ .... (.'C1l the 
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doppelganger and Rumi, who is dressed up in a wig and Mirna's former pop 
star outfit. Rosemary Jackson points out that "figures who attempt [a] return 
to undifferentiation, in fantastic tales, are doomed to failure" (90-1). She 
writes that most versions of the double "terminate with the madness, suicide 
or death of the divided subject: self cannot be united with lother' without 
ceasing to be" (91). It seems that for Mirna to achieve reintegration, it is 
required that her agent sacrifice her own sanity. Mirna's words in the film's 
final scene, "I wouldn't be where I am today without her," then take on a 
particular pertinence: by Rumi "becoming" Mirna's double, Mima is able to 
achieve reintegration. 
In discussing the splitting of characters, Rosemary Jackson argues that "the 
idea of multiplicity is no longer a metaphor, but is literally realised - self 
transforms in selves" (50). In "Nightmare and the Horror Film", Noel Carroll 
identifies this multiplication process as "spatial fission", which "distributes 
the conflict over space through the creation of doubles" (168-70). According 
to Carroll, spatial fission involves a character or set of characters being 
multiplied into one or more new facets, each standing for another aspect of 
the self: "generally one that is either hidden, ignored, repressed or denied by 
the original character" ("Nightmare" 166-7). Mirna quite clearly articulates 
this denial of her former self: "Maybe she is more like me than myself, the self 
that I hid deep in my heart" (Perfect Blue DVD). 
Her repressed self reappears in malevolent form, taking on her own 
personality and agency - a process that Tzvetan Todorov describes as follows: 
The multiplication of personality, taken literally, is an 
immediate consequence of the possible transition between 
matter and mind: we are several persons mentally, we become 
so physically. (116) 
Perfect Blue brims over with images that bespeak the multiplicity of Mirna's 
character: there are images of her on the TV screens as she passes a shop 
window; the multiple shots of her face on the screens of the Double Bind 
editing suite; and the media images of her pop idol persona pasted all over 
72 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
Me-Mania's room. Mirna's reflection also appears numerous times in mirrors 
throughout Perfect Blue, which serves to underline her dislocation, and on a 
practical level to introduce the ghost of her former self. 
In fact, Carroll writes that films that employ spatial fission commonly employ 
some mechanism of reflection - a portrait, a mirror or shadows - as the 
pretext for doubling ("Nightmare" 167). The first such reflective device is a 
train window. (See Clip 7, Chapter 3 on DVD.) Mirna is on her way home 
after a tough day of acting when her double, dressed in her former pop star 
outfit, suddenly appears leering at her in the place of her own reflection. A 
passing train wipes out the haunting image, so that Mirna sees her own 
reflection once more. 
There are several further instances in which the virtual Mirna arrives on the 
scene via reflective surfaces: a bathroom mirror, the shiny side of the 
staircase, a car window, and the glass divide in a recording studio. Leo 
Bersani holds that mirrors offer 
... a spatial representation of an intuition that our being can 
never be adequately enclosed within any present formulation -
any formulation here and now - of our present being. It is as if 
the experience of perceiving ourselves elsewhere suggested the 
possibility of our becoming something else. Mirrors represent 
as a phenomenon of distance our capacity for unpredictable 
metamorphoses. (208) 
Endorsing this notion of mirror as distancing tool, Rosemary Jackson says 
that ''by presenting images of the self in another space ... the mirror provides 
versions of self transformed into another" (87). She believes that the mirror 
uses distance and difference to suggest the instability of the "real" on this side 
of the l~oking-glass (88). The preponderance of Mirna's mirror reflections 
suggest the instability of the real, and facilitate the splitting of her self into her 
double. 
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Mima's computer screen also serves as a kind of mirror, as her doppelganger 
leers out and taunts her from her hoax homepage. (See Clip 8, Chapter 3 on 
DVD.) This is apt, given that the notion of a double seems to have first taken 
hold of Mirna's mind via the selfsame website, which "mirrors" her life in its 
detailed reports on her thoughts and actions. The homepage is significantly 
called "Mirna's Room" - connoting a kind of space, albeit a virtual one. The 
use of the homepage tellingly recalls Kon's statement about virtual spaces, 
and how the film is perhaps about "losing reality" (Perfect Blue DVD). 
Certainly the Internet in Perfect Blue serves as a precarious mirror realm, 
where one can lose any coherent sense of identity and reality. To cite Kon's 
words once more, "But after going back and forth between the real world and 
the virtual world, you eventually find your own identity through your own 
powers" (Perfect Blue DVD). The process of regaining stability involves, then, 
a systematic separation out from a fracturing virtual space. 
Indeed, it is Rosemary Jackson's view that classical unities of space, time and 
character are "threatened with dissolution" in fantastic texts (46). She holds 
that "the limited nature of space has inserted into it an additional dimension", 
and that this additional space is frequently narrowed down to an "enclosure" 
where the fantastic has become the norm (50). She points out that a number 
of modem fantasies, including Hitchcock's Psycho, rely upon the Gothic 
enclosure as "a space of maximum transformation and horror" (47). There is 
a sense in which the "Mirna's Room" homepage is a site of transformation in 
that it provides a portal for Mirna's doppelganger. The homepage is also a site 
of horror in introducing into Mirna's thoughts the notion of a stalker and in 
haunting her with its accounts of her" double life", so much so that Mirna 
reads about her alleged movement before asking herself, "Did I really go 
shopping in Harajuku today?" 
It is telling that Mirna's apartment is likewise referred to as "Mirna's Room", 
and too becomes a "virtual space" in serving as a site of slippage into the 
fantasy or dream realm. Mirna's apartment is also a kind of Gothic enclosure: 
time after time, Mirna awakes from a nightmare, sprawled in the exact same 
position - only to find herself within yet another nightmare. Moreover, the 
apartment reflects Mirna's state of mind through the film. Her cute 
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belongings that are neatly arranged to begin with, are later strewn about-
even bloodied - and her pet fish die from neglect. On a number of occasions 
we zoom or cut from a wide shot of the street into the singularly lit up space 
of Mirna's apartment, as if honing into her imagination: Mima's increasingly 
chaotic living space becomes a metaphor for her entropic state of mind. 
Kon thus uses dream to reflect Mirna's psychology, to illuminate her dramatic 
question, and to communicate his message. Firstly, his use of nightmare 
imagery is in keeping with Mima's disarrayed psyche: the jump cuts and 
abrupt transitions between dream and reality underline this confusion. 
Secondly, the dream sequences, together with the use of the doppelganger, 
bespeak the film's theme of identity, and constantly reiterate Mirna's dramatic 
question: Will she find her true self? Mirna at last provides an answer in the 
film's final line, with a chirpy "Yes, I'm real". She voices her assertion over 
the film's concluding shot, which shows Mirna's reflection in her car's rear-
view mirror, gazing back with perfect composure - sans any shadow self. 
Thirdly, the use of dream, which invades and subsumes Mirna's existence-
veritably tearing her apart before she can piece herself together once more -
conveys Kon's central message about the necessity of finding oneself, and 
one's place in the world, through struggle and exploration. 
The multi-layered structure of Perfect Blue is not dissimilar to that used by 
Alejandro Ameruibar in Abre Los Ojos, and in turn, by Cameron Crowe in his 
remake of the same film in Vanilla Sky. In Perfect Blue, the audience's own 
bewilderment at the film's structure mirrors Mima's inability to distinguish 
dream from reality. The same is true of our experience of Abre los Ojos and 
Vanilla Sky, in which we are drawn into the protagonist's state of mind 
through the interplay of dream and waking states. 
3.5 Abre los Ojos and Vanilla Sky 
Abl'e UlS oios an.d. it£, H.\)\1yw~ 1:~m.aY..~, V lmiUll Sky, no'th \e\\ 0\ a young, 
wealthy and handsome playboy who has led a hedonistic life prior to the start 
of the film. This protagonist is essentially the same character, but is called 
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Cesar in the Spanish film and David Ames in the American film.42 The 
protagonist's carefree or careless lifestyle is set to change when he meets 
Sofia, a mime artist in Abre los Ojos and a dancer in Vanilla Sky.43 
Cesar /David falls in love for the first time, but as a consequence, one of his 
former conquests, Nuria/Julie, commits suicide by crashing her car with him 
inside it. He awakes from a coma to find his face destroyed. He relates all 
this in flashback to the psychiatrist, Antonio / McCabe, who is trying to 
evaluate his mental state for the purpose of a criminal trial. After 
Cesar /David's disfigurement, he begins to have a series of disorienting 
experiences, culminating in his arrest for the murder of a woman said to be 
Sofia but whom he believes to be Nuria/Julie. It is gradually revealed that, 
shortly after his disfigurement, Cesar /David signed a contract with Life 
Extension to be cryogenically preserved, and to experience lucid and lifelike 
virtual reality dreams. He then committed suicide and was placed in 
cryogenic suspension. His experiences from the midpoint of the movie 
onward have been a dream, spliced into his actual life and replacing his true 
memories. At the end of the film he elects to be resurrected in his future. 
3.5.1 Echoed dreams 
Crowe has referred to II covering" rather than remaking Amenabar's film - a 
term that Anne White puts down to Crowe's previous career as a rock 
journalist (189). Crowe's version follows the original plot closely, and he 
faithfully uses the same set of dreams as does Amenabar: starting with the 
opening nightmare sequence of being alone in the city, followed by the dream 
in the park of idyllic love with Sofia, and ending with the extended lucid 
dream sequence. 
42 Unfortunately, the reference to Cesare is lost in the USA remake. Cesare was the 
somnambulist in the Cabinet of Dr Caligari (1919: dir. Robert Wiene) a seminal German 
Expressionist film. Significantly, Cesare was controlled by the evil Dr Caligari and 
hypnotised into committing murders while asleep. In using the same name for his 
protagonist, Amenabar is consciously referencing the film, as reflected in the sombre tone of 
Abre los Ojos; however, there is no trace of the film's influence on Crowe's treatment of Vanilla 
Sky. The theme of wisdom wrought from self-understanding carries through in the use of the 
nameSoffa. 
43 Sofia is played in both by Pen~lope Cruz, adding an odd note of post-modem 
intertextuality - and even a hint of uncanny repetition - to the experience of watching Vanilla 
Sky in conjunction with Abre los Ojos. 
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As in Perfect Blue, in both Abre los Ojos and Vanilla Sky, the very confusion 
between dream and reality reflects the characters' perplexed inner states. 
Furthermore, the dreams underline the shared dramatic question: What stands 
in the way of David/ Cesar finding true love? This question encompasses his 
psychological and sociological barriers to intimacy, namely confronting his 
class status and his behavioural issues derived from childhood. The question 
further incorporates the secrets of cryogenics, which effectively stop him from 
moving on. The answers are slowly revealed as we learn of the protagonist's 
past, and the mysteries of cryogenics are gradually revealed. 
In keeping with the comparable functions of the dreams in Abre los Ojos and 
Vanilla Sky, the salient techniques used in their depictions are frequently 
similar, and at times recall those for conveying dream in Wild Strawberries and 
Perfect Blue. Repetition is employed where Cesar /David's dream of meeting 
Sofia in the park, which takes place immediately after the accident, is 
replayed subsequent to "the splice", described by Edmund Ventura (or "Tech 
Support") as the instant at which reality ends, and the lucid dream begins. It 
is apt that the lucid dream opens with the protagonist's most ardent desire -
depicting a scene of romantic love with Sofia. But the uncanny nature of the 
repetition points to the fact that all is not as it seems: this is lucid dream, not 
reality. Repetition is used to similar uncanny effect in Wild Strawberries when 
Borg's mother takes out a handless watch that echoes that of his nightmare 
the previous night; and in Perfect Blue where the exact same portions of scenes 
are repeated - to Mirna's bewilderment and ours. As discussed earlier, 
repetition is uncanny because of the strange return of the familiar: in fact, in a 
self-referential moment, the characters in Abre los Ojos and Vanilla Sky even 
discuss the effects of deja vu. 
On occasion both Abre los Ojos and Vanilla Sky employ the motif of the mirror, 
used in Wild Strawberries at a moment of self-acknowledgement and truth, 
and in Perfect Blue to introduce Mirna's doppelganger and to exemplify her 
divided self. Both Cesar and David look into their bathroom mirror in the 
opening dream sequence, and again in the waking scene that follows. The act 
conveys vanity in the most literal sense, but also foreshadows the self-
exploration that will ensue. In Vanilla Sky, David looks at his reflection and 
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plucks a grey hair, so also instigating the theme of "defying time". In both 
films the mirror is later used in order to effect transitions and to enact 
fantasies - good and bad. In Abre los Ojos, but not in Vanilla Sky, there is a 
moment in the real life club scene where Cesar looks into the bathroom mirror 
and fantasises that his face is whole once more (See Clip 9, Chapter 3 on DVD.). 
The flipside of this fantasy is the horrifying regression that takes place when 
the purchased dream starts going askew, and Cesar sees what ought to be a 
perfect face - monstrous once more in the bathroom mirror. David has the 
same nightmare in Vanilla Sky. (See Clips 10 and 11, Chapter 3 on DVD.) 
The moment when Cesar /David starts to see himself as disfigured again, is 
one of fission, in which he becomes a kind of changeling. For it is shortly 
after seeing his deformed reflection that he suffocates Sofia, re-envisioning 
her as Nuria/Julie. In "Nightmare and the Horror Film" Noel Carroll defines 
this process as temporal fission, as opposed to spatial fission and the creation 
of doubles - as in Mirna's doppelganger (168). According to Carroll, temporal 
fission is usually marked by shape changing, and is "often self-consciously 
concerned with repression" ("Nightmare" 168). Cesar/David has certainly 
repressed his former self in dreaming of a new life in which he is no longer 
manipulative and shallow, and is capable of real love. His monstrous face is a 
projection of his darker side, which comes to the fore shortly before he enacts 
the murder. Interestingly, Carroll points out that changeling films, such as 
The Werewolf of London and The Cat People, "eventuate in the monster attacking 
its lover" ("Nightmare" 168). This is precisely what Cesar /David does, albeit 
unwittingly. Although Abres los Ojos and Vanilla Sky by no means belong to 
this genre, there is a sense in which Cesar /David is a changeling. For he is 
living a new life in his virtual reality or lucid dream: he has a new face and 
personality. It is as if his old self is now re-emerging from his guilt-ridden 
unconscious, and is rendered monstrously visible in the mirror reflection. 
Although techniques like repetition, and motifs like the mirror are more or 
less constant across Abre los Ojos and Vanilla Sky, Crowe at times presents 
dreams in a more stylised manner. There are his surreally coloured skies -
vanilla perhaps - in the lucid dream sequence, whence the film takes its title. 
Crowe identifies the altered skyscape as the first "clue" that we are in dream 
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territory (Vanilla Sky DVD). Another use of stylisation on the part of Crowe is 
in the use of a long lens in filming the park dream sequence. The resulting 
shallow focus renders David and Sofia intimately close-up, and leaves the rest 
of the world as a dreamy blur. Amenabar shoots the same sequence with a 
wide lens, which keeps the dream world in the same sharp focus as the real 
one. The long lens also tends to be characterised by more intimate framing, 
which affects the viewer's impression of the relationship between characters 
and inflects the experience of spectatorial identification with characters. 
Despite Crowe's attempts at emphasising the dreamlike, Vanilla Sky -like 
Abre los Ojos - makes little visual distinction between reality and dream. The 
effect is to underline Cesar/David's perplexity, just as the non-differentiation 
between animation for dream and reality in Perfect Blue bespeaks Mirna's own 
bewilderment. Xan Brooks reads further into the lack of visual demarcation 
in Vanilla Sky: 
... The whole of Crowe's film - be it "real life" or "lucid dream", 
sunny scene or dark disturbance - has the same airbrushed, 
hyper-real quality. Vanilla Sky is not a thriller about a man 
jolted between solid reality and nightmare fiction. Instead, it's a 
portrait of two parallel unrealities that reflect and inform each 
other to such a degree that you can barely see the join. (64) 
Certainly the quality of both dream and reality in Vanilla Sky is hyper-real, so 
that the two states reflect and inform each other, just as they do in Abre los 
Ojos. In fact, Crowe claims that both he and Amenabar meant for the 
protagonist's real life to be dreamlike, so that for the lucid dream he buys "the 
real life": significantly, then, he chooses not to blank out the "accident", but to 
live with "the sweet and the sour" (Vanilla Sky DVD). But while no sustained 
visual distinction is drawn between epistemological realism on the one hand, 
and imaginative invention on the other, I would nonetheless say that the 
reality / dream dualism is not altogether undermined; rather it is the interplay 
inherent in the binary pair that fuels the narrative's structure and meaning. 
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rwurr< i lIud 8: Living thl' fanta~v : Eduardo Noriega and PL'n(l lope Cru;t in Abre I~ 010<', 
Tom CrUlS(' ilnd Pcncjopo.' Cruz In VIlIIIIII! Sky 
3.5.2 Sh ifts in mea ning 
It mily be th'1t Am..::nabar and Crawe use the same ~et of dreil ffi s, nnd very 
often ..;imil;u filmic techniques, lo point to their protagonists' s tates of mind 
and to underline the ir shared dramatic qUl'<;t ion. Yet it Sl'('ms that (he two 
d in .. ,<: lor~ in tend to convey somewhat diffl'ring mc,>sagcs to their audience, 
clnd the d i"tincti on<; lie in su btle d i<,pa rities in the dream content. I believe 
that there are lhr<'f' meljor areas of difference: firs tly, Da\' id's rela.lion<;hi p w ith 
hi~ fat.her is "hown 10 be at the root of his psychological trauma, and hence 
informa li ve of his dreams in a way that IS not e mph'lsi<>ed in those of Cesar; 
.;econd ly, Da vid's dream Jife relies on iconic cu ltural referenc~s thilt are not 
pr(.:M' !H in 1hl' original; <Jnd third ly, there is <J philo:;ophical diffCTl'nce 
inherent in the two films' endings. 
The f';tylis ti c and narrative choices made by the two filmmakers - and the 
n.,:"pectivc cn'ws ,md actors - are central to commur,icaling thCSl' f';a li t'nt 
differences. While it is the director's prerogative to interpret the narrative, 
this thesis is also in lere~ted in exploring how meaningful insighls or 
intl'nliona l <lmbiguities can be cued in the screenplay. Interestingly , Vanilla 
Sky credits Cameron Crowe for the screenplay, vvhile Amenabar and Mateo 
Gi lm wrotl' thl' original screenpla y of Abrc Los O/os. H('nCl' the directors ,11<>0 
(·ng«gc wi th thl>ir rt'!'pecli\'e interpreta tion..; of the s tory at tlw scripting s tage 
Where Ihe writer and d irector are not the s..,me per!'On, it is arguably 
necessa ry for a scriptwriter to embed a clear cause-effect logic into the script 
in order to deter directors from interpreting ambiguous ele men ts in 
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unintended ways. Deliberate ambiguity in the script is, it seems, a risky 
business. 
In dissecting Amenabar and Crowe's respective messages, let us firstly 
consider the role of David's past relationship with his father, which is pivotal 
to Vanilla Sky. Whereas we learn very little about Cesar's relationship with 
his family in Abre los Ojos, in Crowe's remake there are repeated references to 
a father-son conflict. According to Anne White, the introduction of the father-
son dynamic suggests that Crowe sought to provide the audience with an 
explanation as to why David behaves the way he does: this may have been 
Crowe's attempt to fill in "potentially confusing gaps in the original text" 
(193). White sees the general rule as being that the Hollywood hypertext will 
"attempt to explain or clarify any areas of doubt or ambiguity or remove 
elements perceived to be unnecessarily complicating" (192). She points out 
that in narrative terms, this may mean providing motivation for the 
apparently inexplicable behaviour of characters, and may entail the tying up 
of any loose threads (192). Gary Johnson suggests that, when we find out that 
David's parents died in a traffic accident, ''We feel for him because of his loss 
and immediately forgive him for being selfish and irresponsible". Johnson 
believes that because Abre los Ojos must win ,us over to its central character, 
we "invest more energy in the drama we're watching" (n.p.). Certainly, it 
seems that because we have no explanation for Cesar's shallow and 
manipulative nature, Abre los Ojos is rendered darker and less explicable than 
Vanilla Sky. 
Central to the portrayal of the father-child relationship in Vanilla Sky is 
Crowe's referencing of Robert Mulligan's To Kill a Mockingbird (1962), which 
he discusses on his director's commentary on the Vanilla Sky DVD. Probably 
the reference passes most viewers by, but it is worth considering, given that it 
speaks so clearly of Crowe's intentions. A scene from the film appears on a 
large overhead screen in the opening nightmare sequence, in which David 
dreams he is in a deserted Times Square. The same scene is later seen playing 
on a television in the prison officer's room, where the psychologist McCabe 
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attempts to establish a motivation for David's crime.44 Although To Kill a 
Mockingbird is most commonly remembered for tackling racial prejudice in 
the Deep South, White points out that another of its central themes is the 
father-child relationship (193). Towards the film's end, Edmund Ventura 
makes clear that David has drawn on his own deep-seated memory of To Kill 
a Mockingbird in order to create the McCabe character as the kind of ideal 
father he never had as a child. The professional, caring fatherly figure in the 
psychologist then is an ideal to which David aspires, as opposed to a wishful 
memory of his real life. By emphasising his poor relationship with his father 
as being the root of David's trauma, Crowe underwrites the idea that our 
unconscious is inextricably linked to our past. Also linking the unconscious 
to the past, Edmund Ventura tells David that his guilt over jilting Julie is the 
reason for her reappearance in his lucid dream. Amenabar simply does not 
speak in these same cause-and-effect terms in his portrayals of Cesar's dream 
life: the effect is that Cesar is not as overtly motivated as is David, nor is the 
narrative of Abre los Ojos as clear-cut as is that of Vanilla Sky. 
Not only does Crowe emphasise the father-son relationship by quoting To Kill 
a Mockingbird, he also weaves into Vanilla Sky a number of references to other 
films and to familiar icons. Crowe claims that he had two main sources of 
inspiration for the Sofia character: one was Audrey Hepburn, and the other 
was a more generic figure that he refers to as "the French New Wave heroine" 
(Vanilla Sky DVD). There are a number of jump cuts and freeze frames in a 
love scene between David and Sofia during the lucid dream, which Crowe 
explains were inspired by French New Wave films such as Jean Luc Godard's 
Breathless (1960) and Fran<;ois Truffaut's Jules and Jim (1962) (Vanilla Sky DVD). 
These devices serve to emphasise the oneiric nature of the subject matter, and 
also to reference a cinematic period that had been important to David in his 
real life, and upon which he now draws to fuel his lucid dream. 
Crowe claims that for him one of the biggest reasons to "cover" the film was 
to "celebrate the things that create us", which he sees as being largely the pop 
cultural images with which we grow up and which we make our own (Vanilla 
44 Crowe claims that the set of the prison where McCabe grills David is meant to be "the 
inside of a man's mind" and that this is where the "central conversation of the movie occurs" 
(Vanilla Sky DVD). 
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Sky DV D). Thefl' is cviden tl y no such aim on Amen,ibar' s part, and ] would 
sugge<:t tlMt n pn .. 'pondt' ranc(' of intcr-Iex tu<ll refercnces constitute the :.econd 
major means hy w hich Cri"l\\'e's message differs frol.l that of Amen,ibM. It 
S('i>m:<: thai ill his t'x h'llsi\'l.' r(' it'rencing of cu lturn] je<.ll' .... in David' s dreams, 
Crowc is cl)mmunicaling a somew hat a itcrcd mC~!'oage to hi ... aud ience -
na.mely thai we a rc collstan tly Ii ving o ther people' ~ dIl'am~, "m d tha t ou r 
i dent i t i e~ .mel ide,lls an' m.lIllltactun.xI by the llIa5~ medi<l . In fdct. Crowl.' 
cbim~ thill 011(' o f the qUl'stions he wanted to as!" through the fIlm WdS " \Vh.l t 
is love in a world that is fu elled by pop culture ?" and thai the fibl is ,lbout 
"how pop cultu re in vJd l' ~ ou r li vt~~ and our mil1d~ " and will "uulli"l' you 
c\'cry till1e" (V(millil Sky DVD). 
Pl)~sib]y th('sl' ml'~sahl'~ ,'Ire not that clcor to the viewer, who mny simply 
accept the pop imJgery as pari of the film's lexhue or back~round. Howcwr. 
there is om:.' scene whf' re the pop iwnography is fnreground ed, ,md j" 
illcxtriulbly linked w ith O.lvid's is<liati<lIl . In the initi al n ishlmarc sequence 
o f l' ullilld Sky. lJavid find s hill1 ~lf all alone on Time'- Square, immdah.'d by 
the electronic ~crE'cns ilnd signboa rd s: na ked women. mone)" a s ig n for the 
musical A l II/ it ' Cd YOllr GUll. (S<.."l.' Cli;, 12, O :!lpif'r 3 on DVD.) The~ icon~ Me 
increasingl y r;l p idly inh.' r-cut with shots of Du\·id running in terror to create 
a disorienting montag(' efiect. Crowe says that e\'er y o ne of the~e siMlls is 
selling a solutioll iO l),wid '.; kmelilw~~ , oifering a qui:-k fil( for Whd l hI' 111.""l."<fs 
in life (VulIiII. ! Sky DVU}. 
, 
"'gU/f~;: 9 01111 10; rhL' "p ... n1l1g nig htmare ""~quence In fo.i' rr i()~ 0in< and '.iamIiIICik.1I 
There is nol the :.ame prepondcra nce of signs o r icons in the opening seem's o f 
Ab"l~lo:> OJ(l:', wh ich de pend mort' t11l the defami liarba tion of the fa miliar 10 
83 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
achieve a nightmarish space (See Clip 13, Chapter 3 on DVD.). Marina Martin 
suggests that in the opening scenes of Abre los Ojos, "the camera - enhanced 
by the appearance of background music - suddenly shifts the visualization of 
sequences presenting commonplace and familiar settings to the portrayal of a 
fantastic, or dreamlike space". She points out that the streets in Madrid all 
look absolutely real and familiar, except for their complete emptiness and 
silence (n.p.). As Freud points out, there is also an element of the uncanny in 
the strange return of something once familiar ("The Uncanny" 368). 
The nightmares at the beginning of Vanilla Sky and Abre los Ojos recall that at 
the beginning of Wild Strawberries, in which Borg similarly finds himself eerily 
alone in a city street. Just as Borg is confronted by condensed imagery in the 
handless clock and bleeding eye, which bespeak his seclusion, the electronic 
signboards on Washington Square contain images that speak to David's 
isolation. Popular iconography thus underlines David's dramatic question: 
,What stands in the way of finding true love? The answer then encoded in this 
scene is that pop culture presents misconceptions of romantic love based on 
superficial images, surfaces, appearances, false and unattainable ideals and 
narratives. 
There is a sense in which the barrage of cultural references lightens the tone of 
Vanilla Sky, in relation to the darker and more brooding tone of Abre los Ojos. 
The constant referencing of music such as Radiohead in Vanilla Sky 
contributes to a mood that, if not exactly light, is certainly removed from the 
sombre orchestral score in Abre los Ojos. Yet there is one particular use of a 
song in Vanilla Sky that has an especially disturbing effect in that it works by 
counterpoint. Towards the film's end, when David realises he is stuck in a 
nightmare, and is yelling to get out, the soundtr~ck plays the Beach Boys' 
Good Vibrations. In its gaiety, this pop song is starkly disconcerting and 
actually serves to increase the sense of David's desperate turmoil. 
It is worth noting that in Vanilla Sky "high culture" is equally as important as 
pop culture, given the title of the film and the references to Monet's 
Impressionist painting, and the social class of the protagonist. Possibly it is 
ideology and dominant ideological values communicated through cultural 
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texts (high culture and pop culture) that are important, not just mass culture 
and media texts. 
3.5.3 Virtual reality or lucid dream 
So far I have argued for two differences inherent in the directors' messages. 
Firstly Crowe, unlike Amemibar, emphasises cause-effect psychological 
relationships. Secondly, Crowe quotes cultural icons to suggest that our 
dreams are strongly formulated by accepted ideologies. Now I come to a 
third, and more weighty difference, in the messages the two directors seem to 
convey. 
Anne White points out that one of the basic premises of Crowe's remake is 
that David's experience for much of the film is retrospectively explained to be 
a "lucid dream": "a personal reality constructed from his own memories of a 
popular culture which he experiences while held in cryogenic suspended 
animation" (192). This "personal reality" represents a telling diverge~ce froT 
Amemibar's original, in which Cesar experiences a "virtual reality" - partly 
controlled by others - rather than a lucid dream entirely of his own creation. 
The Life Extension technicians of Abre los Ojos populate Cesar's virtual world 
with custom-designed characters who they claim are programmed to react in 
certain ways. The technicians have deemed the psychiatrist as necessary to 
Cesar's development, and when Cesar questions why the psychiatrist is still 
present near the film's end, the reply is that his removal after he has saved 
Cesar's life would have been "virtually incorrect".45 
By way of contrast, in Vanilla Sky, every single element of David's lucid 
dream is shown to be a product of his unconscious. The psychiatrist is not 
someone whom Life Extension has deemed necessary, but a character that 
David has dreamed up in lieu of a father figure. The degree of control that 
45 Certainly "virtual reality" is the term used in Abre los Ojos to describe Cesar's experience, 
and this indeed is my reading of the film. However in Filmhistoria, Martin argues that the end 
of Abre los Ojos discloses a disturbing and ironic revelation: that the characters in the story 
have turned into a dream. She draws a comparison with Borges' "Las ruinas circulares", in 
that Antonio, Cesar's psychiatrist, refuses to accept his fate: "For him, the painful realization 
that his world is a delusion, someone else's mental representations - and, most importantly, 
that his own existence is nothing outside Cesar's mind, his creator - is unacceptable" (n.p.). 
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David commands is thus of a higher order: he alone creates his environment, 
drawing partly on cultural icons. However, in Cesar's case, the workers at 
Life Extension know his thoughts "a second after he has them", and possess 
the power to influence his experience. This disparity points to a key 
attitudinal difference between the two directors: Amenabar is talking about 
manipulation of the mind by others - an altogether more disturbing notion 
than Crowe's concept of self-delusion on the part of the dreamer. 
In a paper on cinematic postmodernism in American Drama, Barbara Simerka 
and Christopher Weimer write that the final scenes of Abre los Ojos and 
Vanilla Sky raise post-modern confusions: for the psychiatrist and the Life 
Extension representatives offer conflicting solutions to Cesar and David's 
problems (n.p.). Simerka and Weimar point out that whereas new technology 
will allow the protagonists to wake up and live again in the 22nd Century, the 
catch is that they can awaken only by "committing suicide" in their dream 
lives, jumping from skyscrapers - a quandary which the two films resolve in 
very different ways (n.p.). Certainly, in Abre los Ojos, Cesar is confronted 
only with the following simple choice: to believe the claim of the Life 
Extension representative that he is currently living a virtual reality that he can 
end by committing virtual suicide, or to believe Antonio's warning that he 
would actually be ending his existence once and for all. Unable to verify 
either option, cesaf opts for a quite literal "leap of faith" from the rooftop: "he 
chooses to risk sacrificing the nightmarish life he currently must endure in the 
hope that he will awaken to a new and better one" (Simerka and Weimer 
n.p.). By way of contrast, the Life Extension technician in Vanilla Sky 
challenges McCabe's very existence, demanding that he name his two 
daughters to whom he routinely refers. McCabe's inability to do so removes 
all doubt - confirming that he is a creation of David's lucid dreams. So when 
David leaps from the rooftop, he does so secure in the belief that he will 
reawaken in the real world of the future. 
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r r~lIrr; JJ mrd 12: Leap offar th rn Abrdos Dill'S; c,-'rt"rn le,rp to the fu ture in Vmrrlln Sky 
Simerk<1 <1nd Weimar see Vallilla Sky then as taming Amenabur' s deliberate 
,unbiguity, hy "prpM>nting itsel f as ultimately belon~i ng to a single genre, 
science fiction, and by gh'ing the viewer a stronger sense of (e rtilinty and 
c10slJre" (l1,p.). Cynthia Fuchs reiterates the difference: "Where th e first 
movi e le<1vcs opt.'11 questions as to how, why, and eVf>n if ('tiS;'}f is caught up 
in a hiz<Jrr\~ nightmarc-scape, Vallii/o Sky makes everything rnake .;en~, 
eventually" (n,p.), 
3.6 Conclusion 
The dreams in Wild Stra'wberries con vey Borg' s il'Oiation, and move towards 
showing h is self-re.llisation. In so doing, the dreams unden:core the film 's 
central d ramahc question: Call Borg escape from Jlis closed world? Wild 
Strawberrirs functi ons not only as a kind of " personal th empy" for Bergman 
vi a Borg, but al so communicates through dreams what he seems to want to 
say in a bro<ldcr sense: that we need to look deep within to acknowledge who 
we are, and to recog nise how the past informs our present. 
The dream sequences in Perfect Hille, which can also be read in t 'l~ rn's of 
fantasy, bcspc;'lk Mirna's inner experie nce of confusion and paranoia. The 
dreams, toget he r with the doppeigiillger and the use of reflective imagery, posit 
over and over Mim;'l's crucial dramatic question: Will slle/illJ III?r rml idelltity? 
In this way. Kon uses dream and fantasy imagery to convey Ihe neces<;i ty of 
find ing oneself, and one's place in the world, throu gh str uggle and 
c:..plorati('lO . 
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Vanilla Sky emulates the use of dreams in Abre los Ojos in underlining ~e 
protagonist's state of mind and the pivotal dramatic question: What stands in 
the way o/his finding true love? However, because the dreams in the two films 
are so close in their execution, small disparities indicate diverging messages. 
Crowe, unlike Amenabar, emphasises cause-effect psychological 
relationships, and references cultural icons to imply that our dreams are 
formulated by society. Furthermore, the disjunction between dream as 
"virtual reality" in Abre los Ojos and as "lucid dream" in Vanilla Sky, points to 
a fundamental difference in directorial vision. The message is a lurid one of 
external manipulation in Abre los Ojos. Vanilla Sky is somewhat lighter in tone 
in implying the possibility for self-control, and the creation of one's own 
narrative and iconography - albeit through the lifelong absorption of 
entrenched ideologies. 
The dissection of cinematic dreams that are neither hackneyed nor obscuring, 
but instead are richly layered and illuminating, challenges the common 
wisdom of screenwriting guides, which counsel filmmakers to use dreams at 
their peril. Instead, screened dreams should necessarily contribute to the 
narrative. In so doing, cinematic dreams can allow filmmakers powerful 
means by which to reflect a character's psychology, to throw light on the 
dramatic question motivat ng the character, and ultimately, to communicate 
what they as filmmake s are trying to say. 
3.7 Implications for Zinzi and the Boondogle 
Zinzi and the Boondogle includes elements that could be attributed to Zinzi's 
imagination, and that represent her inner journey - but by no means does the 
story revolve around dream to the extent that Wild Strawberries, Perfect Blue or 
Abre los Ojos do. Nevertheless, the screenplay does contain one crucial dream 
sequence, which describes the moment when Zinzi conjures up the 
Boondogle - as a projection of her fear. Furthermore, the fantastical Bead 
World sequence functions on a level related to dream, although it is by no 
means its equivalent. 
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3.7.1 The creation dream 
Zinzi "dreams up" the Boondogle on the fateful night after her mother's 
funeral, a few hours after she has struck a deal with her landlady to bead 
badges in lieu of rent - an impossible one hundred badges by morning. She is 
just starting her fifth badge when her heavy eyes shut for an instant. Her 
hands keep on beading, and the viewer is no longer sure if she is awake or 
dreaming. The viewer shares Zinzi's vision of herself and her three younger 
siblings huddled on the pavement - hungry, cold and thin. All of a sudden, 
beads bucket down from the sky. Zinzi's baby sister Leila starts to cry, and 
Zinzi covers her face protectively. The road has become a rushing river of 
beads, and a dolphin swims towards the children, diving in and out of the 
swirling beads. As it breaks the surface once more, the dolphin changes into a 
baboon, which springs onto the pavement, and rushes - barking - towards 
them. Just as the baboon reaches the cowering children, it changes into an 
eagle, which takes off on great, outspread wings. The bead river rises up and 
washes Leila away. Zinzi leaps up after her and wakes with a jolt - tears in 
her eyes. 
Zinzi sees that while she was dreaming she has confused the three bead 
badge designs to make a mixed-up creature - a cross between a baboon, a 
dolphin and an eagle. Frustrated tears well up in her eyes, and a teardrop 
escapes to roll down her cheek and land on the muddled badge in her hand. 
She nearly drops the badge in fright, for through her teardrop the beads seem 
to swell up and move around. She rubs her eyes furiously, wondering if she 
is dreaming once more. All at once, the mixed-up creature steps out of the 
badge - right onto her hand. 
It is useful to apply to this dream sequence the three questions posed in the 
chapter as a whole. Firstly, how does the dream convey Zinzi's state of mind? 
Secondly, how does it underline Zinzi's central dramatic question? Thirdly, 
how would the dream convey what the filmmaker intended to say? 
Firstly, the dream is intended to convey Zinzi's acute distress, centring on her 
fear of not being able to take adequate care of her family. Her envisioning her 
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siblings sitting on the pavement is a projection of her fear of failure. Leila 
being swept away by the bead river represents Zinzi's very worst fear -
that of losing her siblings - and it also serves as a premonition for what is to 
come when the Boondogle kidnaps her little sister. 
Secondly, the dream underlines the film's central dramatic question: Will 
Zinzi overcome her debilitatingfear? Zinzi's dream articulates her terror, and 
through the dream she brings the Boondogle - her fear incarnate - to life. 
Zinzi's dramatic question is finally answered during the film's climax, when 
she destroys the badge created during her nightmare, symbolically 
conquering her terror - after having effectively confronted various fears 
throughout the story. Yet the Boondogle not only represents Zinzi's fear but 
also her desire: for she no doubt wishes for a powerful, magical fairy-
godmother figure to wave a magic wand and provide much needed help in 
the insurmountable tasks she faces. Freud considers every dream to be the 
articulation of a wish in disguise (The Interpretation of Dreams 34-44). It is this 
complexity that makes the Boondogle a kind of double for Zinzi herself, and 
confronting him is a way of coming to terms with her own power, and with her 
own dark side. 
Thirdly, the dream needs to convey a message pivotal to the film as a whole: 
that we are, to some extent, in charge of our destinies. It is crucial to the 
film's meaning that the Boondogle does not appear arbitrarily out of the 
ether, but that he is seen to be the product of Zinzi's powerful imagination. 
For this reason, there needs to be precise inter-cutting between Zinzi's dream 
images and her hands - working in autopilot: for the dream thoughts are 
made quite literally manifest. 
Zinzi's awakening from her dream is unmistakeable in her sudden jolt. Her 
drowsing off again needs to be just as clearly communicated to the audience 
by the closing of her eyelids and the drooping of her head. In Screen 
Language: From Film Writing to Film-Making, Potter points out that new 
filmmakers often feel that simple solutions like showing a character wake up 
are too obvious or cliched (32). She asserts that while it is important to be 
subtle when the material demands it, it is also important to know when to be 
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direct (32). It seems that for its target audience, the dream scene in Zinzi and 
the Boondogle is quite complex enough, and that clarity in its direction will be 
critical. 
Zinzi's dream, in containing an allegory of sorts, keeps with the cinematic 
tradition whereby oneiric sequences are suffused with figurative meanings. 
In its unabashed symbolic language, it is my hope that Zinzi's dream will 
reflect the Freudian notion of condensation, containing multiple connotations 
within one image. Whereas such devices are unlikely to be apparent to 
children on a conscious level, they should create a sense of depth and 
mystery. In discussing Wild Strawberries, I considered a number of recurrent 
motifs that condensed multiple meanings into one image. It is my hope that 
the element of rain in the dream sequence will similarly serve as a condensing 
motif. In her dream, countless beads pour down on Zinzi and her siblings. 
On a literal level, the beads echo the actual rain pounding down on the tin 
roof. The landlady has earlier commented on it with an incredulous "Rain in 
summer! Something odd in the air, I can feel it." The unseasonable rain 
suggests that something peculiar is afoot - so prefiguring the Boondogle's 
arrival. In echoing the actual rain, the bucketing beads underline Zinzi's 
terror as to what would happen if they were to be evicted from their home 
and exposed to the elements. The fact that the rain consists of beads should 
furthermore stress the task Zinzi has to complete to avoid the eviction: a task 
that -like the bead river in the dream - threatens to drown her. The dream 
culminates in the bead river washing Leila away, so foreshadowing Leila's 
abduction into the fantastical Bead World, where everything from buildings 
to people is made of beads. Thus the bead rain is intended to condense a 
number of inter-related meanings in a way characteristic of dream motifs. 
In fact, the trope of falling beads will be used to animate the transportation of 
the children from the Real- to the Bead World at the start of Act Three. Just as 
Kon tailors anime techniques to express Mirna's mental state, it is my intention 
to exploit animation's potential to convey interiority. Thus Zinzi's inner 
trance-like state, as she moves through a liminal zone between realms, is 
visually portrayed by the morphing patterns in her mind's eye. 
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3.7.2 The dreamy realm of beads 
The Bead World, into which the children venture, functions similarly-
although not identically - to cinematic dreams. It seems worthwhile to pose 
once again the three questions that structure the chapter. 
Firstly, the Bead World is not so much representative of Zinzi's state of mind 
as it is a projection of her fantasy of being free from responsibility. But it is a 
dangerous fantasy. For Zinzi's succumbing to the Bead World's attractions 
would mean her failing in her overall task - of overcoming her fear and 
keeping her family together. 
Secondly, Zinzi's sojourn in the Bead World serves to underline her dramati~ 
question: Will she be able to overcome her fear? This metaphorically entails 
facing up to the Boondogle. To do so, Zinzi has to escape his magical realm-
that is face reality - before confronting and overpowering the Boondogle. 
Thirdly, the depiction of the enchanting yet treacherous Bead World should 
communicate an essential message about superficial pleasures. After falling 
under the spell of the Bead World, Zinzi's siblings slip into solo activities that 
are addictively preoccupying - yet deeply dissatisfying. Sam spins 
incessantly on the merry-go-round, while Vuyo does endless somersaults on 
the top rung of the jungle gym. What is more, the fact that Vuyo and Sam 
forget their mission to save Leila, reveals the Bead World as a soulless, lonely 
place. It requires Zinzi's evocation of their late mother and their home to 
snap the boys - and indeed the enchanted Leila - out of their dazed states. 
The children's enchantment in the Bead World has its precedent in a number 
of myths and fairy tales. In From the Beast to the Blonde: on fairy tales and their 
tellers, Marina Warner discusses legends from The Odyssey to Grotta della 
Sibilla - whereby characters are seduced into spellbinding realms, which 
gradually reveal their dark sides (3-11). The ice creams that aid the seduction 
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of Zinzi's siblings in the Bead World also echo the "earthly delights" that 
Warner identifies as one aspect of these ostensible paradises (11).46 
In seeking ways to represent the Bead World in visual terms it is worth 
reflecting on the techniques for screening dreams discussed in this chapter. 
The Bead World sequence should have a distinct visual treatment, as in the 
switch to colour in The Wizard of Oz, the altered skyscapes in Vanilla Sky and 
the harsh lighting in Wild Strawberries' opening nightmare. The Bead World 
aesthetic should be disconcertingly garish, to allude to the realm's inherent 
danger. Colours should be off-kilter: the sky turquoise, the trees lime green, 
and the sun a dangerous blood red. For when the sun sets, the children's fate 
will be sealed. But while the Bead World is a distinct realm, it should still 
mirror the ordinary Cape Town in structural terms, and feature similar 
landmarks - such as a beaded Table Mountain - to create a sense of uncanny 
repetition. 
The Bead World is patently not a dream: its events are far too logically 
constnrcted for that. But as a sequence of projected fantasy, its function is 
comparable to that of dreams - as it underlines Zinzi's state of mind, 
foregrounds her dramatic question, and allows for symbolic communication 
on the part of the filmmakers. 
3.7.3 A fusion monster 
The Boondogle who rises up out of the beads could be viewed as a 
displacement, in representing Zinzi's fear in symbolic terms. At the same 
time, the Boondogle can be viewed as a condensation m himself - a fusion 
46 For one, the consumption of food represents a submission to temptation in The Odyssey, 
when Odysseus and his men feast in the cave of the Cyclops and are subsequently trapped 
there by Polyphemus. Persephone is also trapped in the underworld because she succumbs 
to temptation and eats a pomegranate seed. It is not my intention to mark the consumption 
of food as negative - Zinzi's siblings are clearly ravenous - but to articulate the power that 
the Bead World holds in offering easy rewards. Consumption of tempting food clearly has 
precedents as far back as the Adam and Eve myth, but perhaps the closest precedent for the 
ice creams is the Turkish Delight in C.S. Lewis's The Lion the Witch and the Wardrobe, the 
consumption of which makes Edmund forget his familial allegiance in favour of the White 
Witch. Similarly, the ice creams make Zinzi's brothers forget their mission to save their baby 
sister. 
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monster. He is a creature born of Zinzi's nightmare, and as such, it is useful 
to draw on Noel Carroll's discussion about the composition of fantastic 
beings in "Nightmare and the Horror Film". As I discussed in relation to the 
creation of Mirna's double in Perfect Blue, Carroll identifies two means of 
creating nightmare creatures: fusion and fission ("Nightmare" 166). Whereas 
Mirna's doppelganger fits into the latter category of fission, the Boondogle 
clearly represents a fusion, entailing the "construction of creatures that 
transgress categorical distinctions" ("Nightmare" 166). The Boondogle 
crosses the distinctions between baboon, dolphin and eagle, and in so doing, 
combines the qualities associated with these creatures: guile for the baboon, 
swiftness for the dolphin and fierceness for the eagle - associations both 
positive and negative. According to Carroll, "The fusion of conflicting 
tendencies in the figure of the monster in horror films has the dream process 
of condensation as its approximate psychic prototype" ("Nightmare" 165). 
The fusion of conflicting qualities is crucial in ensuring that the Boondogle is 
not merely repulsive. Instead he should carry a certain appeal to make him a 
more engaging antagonist: for Zinzi's relationship to him is curiously 
ambivalent - as is that of the audience. Zinzi patently needs the Boondogle's 
help and so has to court him; but she fears his mischief, which turns to 
outright malevolence. Indubitably, though, the Boondogle's presence in her 
life ultimately benefits Zinzi: in order to stand up to his strength, she has to 
become stronger in herself. The antagonist isnecessary for her growth. As 
Bruno Bettelheim puts it in relation to fairy tales, "internal processes are 
externalised and become comprehensible as represented by the figures of the 
story and its events" (25). 
Similarly, Zinzi and the Boondogle airns to communicate Zinzi's inner journey 
through an outer one. To overcome her debilitating fear, she has to struggle 
with the fantasy monster that she "dreams up". Notwithstanding the fact that 
the Boondogle is in no way confined to Zinzi's dreams, his presence remains 
ambivalent. One sequence that captures this ambivalence occurs when Zinzi 
is at an especially low-point: the Boondogle has visited for the second time 
and she has a creeping awareness of his capacity for harm. Zinzi brushes her 
teeth, staring in dismay at her dishevelled, exhausted self in the tarnished 
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bathroom mirror, when suddenly alongside her reflection appears that of the 
Boondogle. Zinzi turns quickly to face him, but he is not there; when she 
looks back into the mirror, his reflection again leers at her. She swings away 
from the mirror once more - furious at his games. But the Boondogle is 
nowhere to be seen. She is quite alone. 
The mirror is used to portray the Boondogle as a projection of Zinzi's fear, at a 
moment when she is deeply afraid. This brings to mind the first arrival of 
Mirna's doppelganger in Perfect Blue - as a reflection in the train window after a 
fraught first day on set. Mirna is beset by self-doubt, panicking that she is 
seeing things. We,like Zinzi, are unsure whether or not she is imagining the 
Boondogle's presence - just as we are unsure whether or not Mir a's double is 
real. 
Indeed, it is my hope that the Boondogle will escape easy labelling as real or 
unreal. It ought to be possible for a viewer to read him as a psychological 
projection, or alternatively as an independent creature that really exists. For 
in a sense he straddles these two categories: he is created within Zinzi's 
dream, yet he is nonetheless visible to the other characters. The Boondogle is 
eerily present, fleshy and real on the one hand, yet frustratingly elusive on the 
other - much like our dreams, perhaps? 
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CHAPTER 4 
Animating Shifts in Consciousness: 
Animation and Live Action in the Feature Films 
of Jan Svankmajer 
4.1 Introduction 
This chapter investigates the crossing over between live action and animation, 
focusing on the work of Czech filmmaker Jan Svankmajer. Building on 
existing film theory and on the analysis of Svankmajer's films, I will argue 
that animation can function to express the metaphysical and to transform 
reality. By extension, where animation is combined with live action, the 
animation affects and transforms the reality of the live action - by making 
visible the unconscious aspects of interiority. Like Surrealism, anima1jpn 
upsets the dichotomy of conscious and unconscious. The blending of live 
action filmmaking with animation bespeaks the inter-penetration of the 
conscious and unconscious realms. 
Svankmajer's oeuvre includes 26 short films and four feature films. For the 
purposes of this chapter, I will focus on two of his features, namely Alice 
(1987) and Faust (1994), but will also briefly discuss his other features, The 
Conspirators of Pleasure (1996) and Little Otik (2001), and make occasional 
references to his short films. I will also draw parallels and make contrasts 
with films mixing live action and animation that have come out of Hollywood 
in recent years. This chapter will refer particularly to Who Framed Roger 
Rabbit? (1988: dir. Robert Zemeckis)47 because of its influence on the entire 
genre of live action/ animation mixes. I also refer to Monkeybone (2001: dir. 
47 Zemeckis has directed a number of comedies about ordinary individuals who step into 
another dimension, including Back to the Future (1985), and Romancing the Stone (1989) (Maslin 
2). Who Framed Roger Rabbit was his first feature to mix live action and animation. 
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Henry Sellick);'~ 11 <; it involv('s extensive traffick ing between a li ve action and 
an animated wodd, and a corresponding movement between the conscio us 
and unconscious rcalms thai th is cha pter aims to explore. 
$ vankmajl.' r's fil ms combine various forms of animatio n w ith li ve action to 
produce an overall collage effect. His animation itself explores a wide r,1nge 
of form . ." from !r,lditional cell animation. to the stop-motion ani lllation '~ of 
puppet:. a nd mari onettes, to three-dimensional clay mOd elling, ami 
pixilation .5(1 
Alice fo llows Ll' Wi!:. Ca rroll' s Alice's Advmi!lres ill WOl/derltllld (0 some degree, 
with imagina tive recreations of sequences such as Alice's g rowing and 
shrinking. The film .lIsa contains new sequences, fo r instance where Alice is 
trapped inside a dol l like shell. Finally, she (lppea rs on trial bc{,)re the King 
and Que~n of Hearts - before waking up back in the "rea l wurld". A li vc-
action Alice interacts with an..imatcd puppets, such as the s tuffed \Vhite 
Rabbit, the wind-up March Hare ,1nd the Caterpillar made of a sock. And 
w hen Ali ce !'hrink .. , she herself i!' tran!'formed into a doll, which i.:: a nilllat l~d 
via Slop-motion. 
"i.~lm's 13 11111114 : Live action Alio' ami ht'r dull double 
FallSI is J free ad ,1ptation of Marlowe's Doctor FIIIISfIIS, Coethe's FIlIIS/ ,mel 
traditiona l folk trea tments of the legend of the man who sold hi s sllul to th e 
,- ':ir ll ick'~ prr \"iou~ two !cil lur('s w('r{- Ih(' hlgh l\' olCciaiowd Nislilmarc &jlm' 011 is/milS (1993). 
a purely stop' motion .l nl m.l lllJO l il m, and !aml's, and fi r,' GlOmi Peaell (1996), b.l<;('d on Rc>.,ld 
Dahl 's nov{'I- and combi ning hVl" ac tion and stop-mo!i"n animation 
•• Stop· mOtliJO aninla hon consh lu tt'S th ... fram ... -by-frame manipulation .lnd phowgrOlphing of 
~I ati.- .In."'! th rrc·dimcn<:ional objL'cls, 10 cl\.""a ie Ihe Illusiun of mlJ\·emeni Th r'-" d i nlcn~lorl<l1 
clay mock-Ihng.. or claymation, i<: a \'.JTia tion on Ihe technique'_ 
\II Pi"lIation i<: " Ih., fr.l 1lll- by fra m" " '(ord in )!; \If deliberately slaj?;('d Ih ·c-ilction mon·m"nt IQ 
create the illusion of movement impo!'<:ible to ach i{-\'t' by na tu T.l listlC In('an';'· (\Vd l!', 
" An imatiun: fo rms and Oleanin gs" 22-1). 
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devil.~ l ~vankmajer's Faust is a nondescript man who is handed a map on 
exiting a Prague subway station. Lured in to a theatre, he finds a copy of 
Goethe's Faust, begins to read aloud, and summons up a devil who offers him 
everything hb heart desires in reLurn for his soul. The film blends live actors 
with stop-motion, claymation and life-sized marionettes. As in Alice, Faust 
himself becomes a puppet at times, and is a lso animated via pixilation. 
Figure 15 mid 16: Devil manonettc~, Mcphi~tophcJe~ in da)'mation in FilW,f 
4.2 Live Action versus animation 
Although one way of thinking about animation is in relation to live action 
media, Maureen Furniss argues that there is an immense area in which the 
two tendencies overlap, especially within the realm of aesthetics (5). She 
~uggests that rather than thinking of the two modes of producti on as exist ing 
in separate spheres, one should view them un a continuum representing all 
possible image types, under the broad category of "motion picture 
prod uction" (5). Alan Cholodenko evokes Derrida and deconstruction to 
argue further that it is, in fac t, impossible to keep the terms "live action" and 
"cartoon animation" separate. The two meanings of animation, he suggests, 
are helpful here: the first is "to impart motion to" and the ~econd is "to bri ng 
to life" (215). Cholodenko sees it as ironic, then, that the term "live action" is 
given to a mode seeking to separate itself from animation (215) . 
.. , Svankmajer identifies the following elements as havmg mfluenced hi<, version of Fau.</: the 
live theatre of Goethe, Marlowe and Grabbe; the ·'low"brow" genre of folk puppet theatre; 
medieval ritu.lI; Gounod's opera .lnd .llso cvcryd.ly mnlCmpOf<Hy rcality ((itcd in Ha mc~, 
Dark Alchemy 114). 
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Svankmajer's films constitute a hybrid genre that upsets neat distinctions 
between live action and animation, reality and abstraction. Peta Allen Shera's 
article, "The Labyrinthine Madness of Svankmajer's Faust", is particularly 
useful in terms of my analysis, in that she particularly explores the 
relationship of live action and animation, and discusses the film in terms of 
the uncanny. She points out that although there is no privileging of one 
medium over another in Svankmajer's films, animation nonetheless" occupies 
an othered position in relation to live action" (25). I suggest that this 
"othering" process is an integral means by which Svankmajer conveys 
different levels of experience. However, this is not to say that live action and 
animation exist in a hierarchy, or that one medium is always used to 
represent reality and the other the imagination. On the contrary, in an 
interview conducted by Wendy Jackson, Svankmajer resists defining which 
medium should be employed to express a particular idea, insisting instead 
that he makes his work "to order", by which he means an "inner order" (9). 
Rather than live action or animation always signalling a particular mental 
state, the shifts between the media suggest a constant fluctuation between 
levels df experience - the conscious and unconscious. 
The transitions between live action and animation usually have more precise 
implications in mainstream films.52 I interviewed David Russell, storyboard 
artist on a number of films that combine live action and animation, and a 
production illustrator on Roger Rabbit. Russell's experience is that the 
decision to use live action and animation together is usually driven by the 
screenplay - and the need for a human or animal character to switch worlds 
(personal interview, 21 November 2004).53 For example, Roger Rabbit and 
Monkeybone are both based on the premise that there exists a separate world 
where imaginary characters reside.54 In Roger Rabbit these are cartoon 
52 In considering films which combine live action and animation, I do not include films which 
- although rooted in a real-world setting - employ some digital effects; or computer 
animation techniques, which Maureen Furniss points out is the case for the vast majority of 
Hollywood films (177). 
53 There are also films that use animation to show altered states of mind, rather than a 
switching of worlds. Fear and Loathing in Las Vegas (1998: dir. Terry Gilliam) describes a 
weekend of non-stop tripping on various hallucinogens. The film contains a number of 
animated special effects, such as the bats reflected in Hunter S. Thomson's dark glasses. 
54 Cool World (1992: dir. Ralph Bakshi) is another live action/ animated film based on the same 
premise. As in Monkeybone, the protagonist travels to a Toon world that represents his own 
psyche. The mix of live action and animation is clumsy, and the plot is unsuccessful: the film 
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characters, creatcd through traditional cell animation, whu commute into the 
human world to work on cartoon shows. 
Figures 17 and 18: Live action meets animation: 
Rob Hoskin~ as Eddie Valiant with Jes.~ica Rabbit, and with Roger Rabbit 
The creatures of Monkeybone arc nightmare figures, represe ted by humans 
wearing costumes, and manipulated via Computer Graphic Imagery (CGI) -
although Monkeybone himself is a 3-D model animated through stop-motion. 
The human protagonists of both films travel from the real world to these 
other worlds, trafficking back and forth behveen what are essentially discrete 
realms. 
Fi:;;ures J9 and 70; Rrendan Fra<;er as Stu Miley, with 3·0 modelled Monkeybone, 
and with dre~sed·up humiln figu res in 11,[' underworld of Down Town 
Rather than demarcating distinct worlds, live action and animation often 
merge in :;vankmajer's films. Huwever. the joins are hy no means always 
smooth, so that the effed is often more of a coilage than a synthesis. This 
contrasts with mainstream live actionj animation hybrids, where every cffort 
is made to seamlessly join the media. Russell stresses the need for "smooth 
continuity between all the filmic clements, or else the transition wiJ I be lao 
was a commercial and critical failure. It is often referred to in relation to MonkrybOllf though, 
because of the proximily of the themalic material. 
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abrupt" (personal interview, 21 November 2(04).55 On the contrary, in 
Svankmajer's work, an animated element might suddenly appear within an 
otherwise banal live action setting, such as when Faust looks up at a window 
in an ordinary street and suddenly - in a fleeting moment of stop-motion 
animation - a row of apples rot to maggot-infested mush before his eyes. (See 
Clip 1, Chapter 4 on DVD.) We have not travelled into another realm; rather a 
moment of animation has been used to move swiftly into Faust's unconscious, 
and to express his foreboding at mortality. The abrupt nature of 
Svankmajer's shifts between live action and animation, I suggest, articulates 
the way in which our unconscious can disturb and impinge on everyday 
reality. 
Paul Wells describes the way in which Svankmajer makes consciousness 
tangible, suggesting that Svankmajer is 
... creating a fictionalised notion of consciousness, which, if 
imagined 'real', both recalls the playful and liberal apparatus 
of childhood and makes concrete the irony and contradiction 
of the adult sensibility. ("Body consciousness" 15) 
In constructing this fictionalised notion of consciousness, and manifesting the 
contradictions of our adult psyches, Svankmajer treats live action and 
animation as filmic forms that carry equivalent value - if not equivalent 
meanings. 
Wells believes that the process in animation of II giving life" to the inanimate 
should reveal something about the figure or object that could not effectively 
be achieved via live action. He suggests that if it is live action's job to present 
reality, animation is concerned with metaphysical reality - an alternative 
reality by which alternative perspectives are possible ("Forms and meanings" 
214). It seems to follow that, where animation is combined with live action, 
55 There is particularly seamless joining in the presentation of the Hippogriffin Harry Potter 
and the Prisoner of Azkaban (2004: dir. Alfonso Cuar6n). The Hippogrif is a highly realistic 
computer-generated magical creature that blends unnoticeably with its live action surrounds 
- suggesting that the magical creature is part and parcel of the live action surrounds. 
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the animation by extension affects and transforms the reality of the live 
action, investing it with alternative perspectives. 
In keeping with its capacity for transformation, Shera sees the animation in 
Faust as encapsulating the concepts of Surrealism (11). She argues that every 
animated sequence "enacts the subversion of the ordinary" - which is 
precisely the Surrealist agenda (13). Certainly, ~vankmajer employs 
animation, along with puppetry, to draw his viewers into the interior world 
of the characters, into their innermost fears and desires. According to Wells, 
animation can interrogate previous representations of "reality" and 
reinterpret how "reality" might be understood ("Forms and meanings" 214). 
This interrogation of veracity is pivotal to ~vankmajer' s work, and is rooted in 
his long-standing commitment to Surrealism, and its subversion of the 
ordinary. 
4.3 The Surrealist impulse 
~vankmajer is a self-professed "militant Surrealist", and having joined"the 
Prague-based Surrealist group in 1970 he still belongs to it to this day. Up 
until his wife Eva ~vankmajerova died in 2006, he co-owned the Gambra-
Surrealisticka Galerie in Prague with her. Indeed, ~vankmajerova was a long-
standing collaborator on his films. 
In a documentary entitled The Animator of Prague (1980: dir. James Marsh), 
~vankmajer claims: "1 consider all my films to be political- some more than 
others." In the same documentary, Michael O'Pray discusses the sustained 
political impetus of Surrealism in Eastern Europe, as opposed to the West, 
where it "collapsed into advertising and mainstream cinema and didn't retain 
any force after the 1920s and 30S".56 ~vankmajer's commitment to Surrealism 
56 Furthermore, in II A Mannerist Surrealist", O'Pray writes that Czech Surrealism's critical 
and subversive role was a response to the crushing of the Dubcek government in 1968, after 
which there was a silencing of "difficult" voices in Czechoslovakia (48). gvankmajer was 
forced to "rest from the cinema" for seven years because of unauthorised post-production 
changes to Leonardo's Diary, 1972, which referred to the sombre reality of Czech life after 1968 
(" A Mannerist Surrealist" 48). 
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has thus been inextricably linked to an oppressive political climate and his 
anti-totalitarian stance. 
In consistently looking beyond rational bounds, Svankmajer works with the 
central facet of Surrealism as theorised in the 1930s by the movement's 
spokesman, Andre Breton, in the Surrealist Manifesto. Breton describes the 
movement as trying to address the true meaning of thought through "pure 
psychic automatism" (cited in Nadeau 96-7). Speaking of the role of the 
unconscious, Breton claims that a work "cannot be considered surrealist 
unless the artist strains to reach the total psychological scope of which 
consciousness is only a small part" (cited in Ades 129). SVankmajer's work 
indubitably encompasses a wide psychological scope, but he claims to prefer 
the term "non-conscious": 
I actually prefer the term non-conscious. Whatever comes out 
of my subconscious I use it because I consider it to be the 
purest form, everything else in your conscious being has been 
influenced by reality, by education and by your upbringing 
but the original experiences that exist within you are the least 
corrupted of all experiences. (cited in Wood 1) 
Svankmajer sees the "non-conscious" as his fount of inspiration, and pivotal 
to his Surrealist project. He feels that Surrealism is often superficially 
perceived in terms of aesthetics, and insists that Surrealism is rather" a 
psychology, about freedom, eroticism, the subconscious" (cited in Andrew 
7).57 
J.H. Matthews speaks of certain natural advantages of cinema for conveying 
Surrealist thought: "free association, unexpected visual juxtapositions, and 
the ability to arrange concrete images in an order alien to that of spatial and 
temporal reality" (3).58 Svankmajer's version of Faust has many of the 
57 Throughout this thesis, I have chosen to use the Freudian term "unconscious", rather than 
"subconscious" - a term that is not employed in Freud's writing. However, where I quote 
Svankmajer I will retain his term "non-conscious", which he, in fact, uses interchangeably 
with "subconscious". 
58 Early Surrealist filmmakers who availed themselves of these "advantages" were Luis 
Buftuel and Salvador Dali, who collaborated to make what is arguably the quintessential 
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hallmarks of Surrealism: familiar objects are rendered strange, unexpected 
elements are juxtaposed, and temporal and spatial realities are systematically 
negated. There is a merging of media and also of genres, and ~vankmajer 
sees this alternation of styles as creating the effect of a "variety collage", 
which ''brings the audience into the stream of a continual story or dream ... " 
(cited in Hames, Dark Alchemy 114).59 
~vankmajer claims that if he were to compare the dream to something, it 
would be to childhood, and that II dreams are an extension of childhood" 
(cited in Hames, Dark Alchemy 106). ~vankmajer describes both childhood 
and dreams as lithe constants" in his work (The Animator of Prague DVD), and 
discusses his consequent choice of animation as a medium for his 
interpretation of Alice: 
Animation can bring the imagery of childhood back to life and 
give it back its credibility ... Children's games with imagery and 
infantile dreams gain an 'objectively' real dimension which 
freezes the patronising smile on the lips of all those who 
consider themselves too grown-up and wise, on the lips of all ~, 
the clerks of life. ("~vankmajer on Alice" 2) 
However, Geoff Andrew insists that ~vankmajer' s work is not in any way 
childish or even childlike; instead "he delves deep into the darkest recesses of 
his being, in order to uncover and portray complex, disturbing emotions and 
impulses that are, paradoxically, universal (2-3). O'Pray claims that 
~vankmajer' s view of childhood comes out of Freud, whereby childhood is 
never viewed as innocent: rather one carries bad feelings into adulthood (The 
Animator of Prague DVD). ~vankmajer claims that he is not interested in the 
imaginary world of the child as a II general category", that being an issue for 
Surrealist film, Un Chien Andalou (1928). More recent filmmakers whose work has shown 
surreal tendencies have included David Lynch and David Cronenburg. Bordwell and 
Thompson write that Lynch's films such as Eraserhead and Elephant Man (1980) and Blue 
Velvet (1986) have pushed techniques such as ambiguous fantasy / flashback techniques 
towards expressionistic distortion (Film History: An Introduction 710). Cronenberg's Naked 
Lunch (1991), an adaptation of the William Burroughs novel, similarly employs surreal 
expressionistic elements. 
59 Dream is certainly one of the constants of Surrealism: Breton called dream and reality vases 
communicants, or communicating vessels (cited in Hames, Dark Alchemy 106). 
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psychologists; rather he is interested in a dialogue with his own childhood, 
which represents his alter ego (IISvankmajer on Alice" 1-2).60 
Giannalberto Bendazzi writes that Svankmajer's films II display devotion to a 
world suspended between reality and sleepwalking, between what exists 
autonomously and what is animated by fantasy" (364). Certainly the 
II autonomous" and the "fantastical" are frequently inverted. For Svankmajer 
commonly treats his human characters as objects: 
I don't select my actors as to whether they are famous, or 
"good actors", rather I select actors who fit the vision I have 
for a particular picture. Then I work with them and I use the 
camera to photograph them as inanimate objects. Sometimes 
I even animate the actors, as I did in Faust. 61 (cited in Wendy 
Jackson 1) 
Conversely, Svankmajer consistently animates and anthropomorphises 
inanimate objects via stop-motion animation. These objects he shoots 
predominantly in close-up, to render them in sharp detail. He feels that the 
close-up "searches out every last scratch on the illusion", and claims to be 
attracted to "brute reality" rather than "representational illusionism" (cited in 
Krall). In this way, Svankmajer consistently uses the innate properties of 
objects as the basis for the animated life he gives them. Alice's socks come to 
life as caterpillars, worming their way across the floor before burrowing 
down into it. Yet the caterpillars never lose the material quality of socks, and 
when one decides to go to sleep, it darns its eyes closed with needle and 
thread. The materiality of the sock becomes the basis for its animated life. 
60 In terms of psycho-social development, children are more in touch with the material of the 
unconscious since they have not yet fully developed rationality, nor have they fully 
experienced repression or socialisation. In Freudian psychoanalytic terms, the child is very 
close to the demands of the id, the primitive, unconscious basis of the psyche dominated by 
primary urges. These are later repressed and controlled by the ego, which controls conscious 
perceptions, and drives the demands of the id into the unconscious, to emerge as dreams and 
symptoms in adulthood. For a full discussion of this process, see Freud's The Ego and the Id 
(19-33). 
61 By animating his characters, such as Mephistopheles, who shares the face of Faust himself, 
Svankmajer is using the method of pixilation. Furniss explains that whereas clay and puppet 
animators move inanimate objects incrementally before a camera and shoot them frame by 
frame, the pixilation animator shoots "live" objects - essentially people - frame by frame, a 
practice that closely borders on live action, although it falls within the realm of animation (8). 
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~vankmajer has spoken ronsistcntly (If the pClwer (If th i ng~, cl aiming that 
rather than ani ma ting objects, he fi nds the life hidden within: " I coerce their 
inner life out of them - and fo r tha t animation is a great aid tha t J con"ider to 
be a sort o f magical Tl te or ritual " (cited in Cherry 1), 
Fzglire 21' The sock caterpil lar's eye i 1\ Ali ce 
5vtlnkllMjer pl <lces in the nu rsery a number of other objed s th ul become 
i'l!lilllated d llri ng Ali ce' s explorations. In a g lass cage is a taxidermist's White 
Rtlbbi t Wh0 Itl ter leads Ali ce through into the other realm. O nce there, Ihc 
collect ion t){ skd elon's heads wi ll accost her, a mouse ca ugh t in a trap on the 
nursery noor will set fire to her hair. and the half-d runk cup of tca will 
rca ppe'lr I n the hands of the Mad Ha tter. Thus PhIlip Stri ck argues that the 
fa mi liar child ish cl u tier bt..'COmes the unfami lia r, uncanny space of the child's 
mind (3 19). 
r zg!<rl'5 22 fll1d 23: The white rabbit and skeletons from the nursery 
reappear in the other rea lm in Ail ee 
Sher') sces the notion of the uncanny as closely linked to that of Surrealism, 
given that the uncanny is "the psychical sta te in whi ch the subjt."C t confuses 
animat(' a nd lIlanimate and has a frigh tt'ning sense of unfamjliilrity w hen 
confronted With material thai is otherwi SC' familiar" (5). 
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4.4 The Uncanny 
Not least because of its proximity to Surrealism, the uncanny, discussed in 
Chapter 3, is a useful concept in relation to aspects of Svankmajer's work. 
The uncanny - in which familiar objects or events reference unconscious 
material and seem suddenly and frighteningly strange - is particularly useful 
in revealing how shifts in consciousness translate to the screen, and how 
"inner" material is extemalised in Svankmajer's films via animation. In the 
sections that follow I discuss ways through which Svankmajer's work evokes 
the uncanny: the omnipotence of thoughts; dismemberment; repetition; the 
double, and the effacement of the line between reality and imagination. I also 
question whether Svankmajer's work is possibly more evocative of the 
grotesque than of the uncanny. 
4.4.1 Omnipotence of thoughts 
Freud sees the projection of mental properties onto the world and its objects 
as one aspect of the uncanny, referring to the principle as the "omnipotence of 
thoughts" (362-3). Certainly, the uncanny is related to the child's primitive 
belief in the power of wishes to animate objects. This residual animism is a 
central feature of Svankmajer's ongoing project, as he himself has expressed: 
To my eyes, objects have always been livelier than human 
beings. More static but also more telling. More moving because 
of their concealed meanings and their memory, which beats 
human memory .... In my films I have always tried to extract 
content from the objects. To listen to and to put their stories into 
images. (cited in Furniss 171) 
Svankmajer's passion for objects frequently translates into a systematic 
dissection - as objects fall apart and decay, or reassemble themselves. In 
Faust, the head of Mephistopheles collapses into three lumps of bubbling clay, 
two with a single eye peering out and one with chattering teeth. The lumps 
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of clay burrow into the roots of a tree - only to reconfigure themselves later 
into the head of Mephistopheles. (See Clip 2, Chapter 4 on DVD.) 
4.4.2 Dismemberment 
The preoccupation with disintegration evokes another aspect of Freud's 
theory of the uncanny, namely that concerning fragmented body parts. Freud 
perceives" dismembered limbs, a severed head, a hand cut off at the wrist" 
and "feet which dance by themselves" as having "something peculiarly 
uncanny about them, especially when they prove capable of independent 
activity" ("The Uncanny" 366). In Faust, there is fragmentation in that only 
the puppeteer's manipulating hands are visible, and in the hands beating 
drumsticks that appear out of a crack in the earth: the uncanny effect lies in 
both cases in the separation from the whole. More ominously, there is the old 
man who carries round a severed human leg - prefiguring the 
dismemberment of Faust's own leg when he dies at the mercy of 
Mephistopheles' car. Shera points out that in Marlowe's version of the story, 
... , 
Faust ends in fragments - "his limbs tom apart by devils" - and suggests that 
in Svankmajer's film, animation deliberately exaggerates the fragmentation 
inherent within the original narrative (13). Shera even suggests that 
animation, as fragments of another world, or of another spatial-temporal 
realm, "uncannily prefigures Faustus' ultimate end" (13). 
4.4.3 Repetition 
Another aspect of Svankmajer's work is that of repetition, uncanny because of 
the strange return of the familiar, and described by Freud as "fateful and 
inescapable" (360). Alice is rife with recurring motifs, and a number of actions 
and scenes are re-enacted. The film opens with Alice, sitting beside her 
nanny, throwing pebbles into the river, and the scene is immediately 
recreated - to uncanny effect - with dolls in the playroom. In this way, 
uncanny repetition is linked in Svankmajer's work to foreshadowing. At the 
scene's conclusion there is a fleeting moment as Alice runs from the 
108 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
floorboards of her nursery directly onto the bare ground, trampling a 
miniature doll version of herself into the earth en route: the cut is so brief as 
to be almost subliminal. This repeated doll motif prepares the way for the 
transformation of the live-action Alice into a doll herself. 
Interestingly, Russell claims that filmmakers working with the hybrid mix 
usually seek to introduce aspects of the impending animated world early 
within the live action context (personal interview, 21 November 2004). Either 
aesthetic elements of the animation are introduced early into the live action, 
or the human protagonist spends time with a creature from the animated 
realm before later being transported there with that creature. Both kinds of 
foreshadowing prepare the audience for the transitions to come (personal 
interview, 21 November 2004). 
Monkeybone provides a classic example of both methods. Firstly, the opening 
credit sequence aesthetically prefigures the world to come, portraying the 
protagonist, Stewart, painting a picture that sets the artistic style for the 
animated sequences. This is apt given that the animated world, to which he 
will be transported on falling into a coma, reflects his own nightmare 
unconscious - /I a land where his fevered imagination is given form" 
(Megahey 2). Secondly, we do meet a character from the imaginative world 
early on in the live action context, albeit that he is as yet inanimate. Following 
the credit sequence, an audience watches a premiere of Stewart's animated 
pilot, and we, along with the audience, are introduced to Stewart's alter ego, 
Monkeybone, in 2-D form.62 At the reception afterwards we are introduced -
courtesy of the merchandising department - to 3-D models of the 
Monkeybone character. There is an uncanny sense of deja vu when, on arrival 
in Down Town, Stewart meets an exact replica of the 3-D version, now 
brought to life by stop-motion animation. 
621his use of a "film within a film" at the beginning of the story is similar to that of the 
animated short Somethin's Cookin' at the start of Roger Rabbit. At the conclusion of the short, 
the camera tracks back from Roger - so that he is revealed to be on a film set in the live action 
world. Cholodenko sees this operation as having "vertiginous consequences", as Somethin's 
Cookin' is ostensibly only a cartoon until its characters answer their director as "live actors" 
and refigure Somethin's Cookin' as both cartoon animation and live action at the same time 
(223). 
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Svankrnajer's worlds in Alice are less distinctly demarcated, but nonetheless 
the nature of the realm to come is prefigured in the opening live action 
sequence. And the reappearance of inanimate objects in the animated 
sequences contributes to the overall uncanny effect. Freud speaks of 
repetition arousing "the sense of helplessness experienced in some dream 
states" ("The Uncanny" 358-9). Recalling this inescapable sense of 
helplessness is the Mad Hatter's tea party, replayed incessantly until the 
movements become frenzied. (See Clip 3, Chapter 4 on DVD.) The March 
Hare keeps spreading butter onto his fob watch and wiping it off. The Mad 
Hatter marionette keeps downing tea and crying for clean cups. The editing 
gathers speed as the characters move round the table, the montage repeating 
the exact same elements over and over, against a soundtrack of ticking clocks. 
It is a nightmarish loop that evokes the Freudian factor of fateful, inescapable 
and involuntary repetition ("The Uncanny" 359-60). 
4.4.4 Uncanny or grotesque? 
In "Surrealism, Fantasy and the Grotesque", O'Pray argues that SvankIil.ajer's 
material should not be identified with the uncanny, but rather with the 
grotesque - a prominent feature of the Czech puppet tradition (256).63 He 
cites the meshing of humour with horror in Svankrnajer's work, and the fact 
that Freud sees humour as undermining the fear, horror and menace that 
contribute to the uncanny ("Surrealism, Fantasy and the Grotesque" 256). By 
way of contrast to the uncanny, the principle of laughter - according to 
Bakhtin's introduction to Rabelais and His World - permeates the grotesque 
(38). Yet, I believe that Faust, while containing pronounced elements of irony 
and humour, particularly in the clown character, is not consistently comical 
enough to lose its overwhelming sense of the uncanny. Moreover,O'Pray's 
63 Interestingly, Wolfgang Kayser points out that Goethe, who wrote one version of Faust that 
~vankmajer draws upon, was steeped in the grotesque tradition (47). Mikhael Bakhtin 
proposes that the essential principle of grotesque realism is degradation, "that of the 
lowering of all that.is high, spiritual, ideal, abstract; it is a transfer to the material level, to the 
sphere of earth and body in their indissoluble unity" (19-20). This conversion from the 
ethereal to the corporeal is also tied to the carnivalesque inversion of hierarchies. ~vankmajer 
certainly seems to invert the traditional order in Faust, rendering the divine in earthly terms. 
Not only are angels and devils portrayed as tangible wooden puppets who do physical battle 
over Faust's soul, but blood, food and sex all feature prominently within the context of an 
essentially spiritual tale. 
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analysis in this instance is limited to that of Svankmajer's short films, the most 
recent work discussed being Down to the Cellar, 1983. In my view, Faust, made 
eleven years later in 1994, is a far darker film.64 
O'Pray further points out that for Freud, an uncanny effect cannot be 
achieved in a "world of representation" that departs from the realities we are 
familiar with, which is why, for him, the fairy tale rarely evokes the uncanny 
("Surrealism, Fantasy and the Grotesque" 256). However, in both Alice and 
Faust, the settings are for the most part diegetic -,we rarely leave the world 
that we know, as we often do within the genre of fairy tale. Tellingly, in 
discussing Svankmajer's short works, O'Pray concedes that Down to the Cellar 
- which I suggest prefigures Alice in its style and subject matter - seems to be 
the closest Svankmajer comes to the uncanny. O'Pray attributes this uncanny 
sense to the use of a live action young girl as protagonist, "with whose terror 
we can identify", and also to the more naturalistic setting ("Surrealism, 
Fantasy and the Grotesque" 257).65 Alice is likewise played by a live action 
girl, which fosters a similar sense of the uncanny. There is also a live action 
actor intthe role of Faust, although - like Alice - he is also represented 
through puppetry and animation. Both Alice and Faust involve a consistent 
doubling of real and animated protagonists, and the resulting disjunctions 
and discrepancies help to create in the audience an abiding sense of the 
uncanny. 
64 I contacted Peta Shera to ask her for a response to Michael O'Pray's assertion that humour 
neutralises the uncanny effect in Svankmajer's work. She suggests the following: 
"Svankmajer may well be using humour in all his films, but it doesn't all translate into 
humour that all his audiences understand. I'm sure that in his work there are levels of 
commentary and reference that I don't appreciate, even for the simple reason that I don't 
share Svankmajer's Czech heritage. So for those who watch his film and don't share the jokes 
that he might have included, other forces, such as the uncanny, become important. I also 
think that it might be important to consider whether each film encourages its spectators to 
react differently ... so maybe some of his films draw more heavily on the grotesque, as O'Pray 
suggests, but other works, like Faust, depart from this?" (personal correspondence with,the 
author, 14 December 2004). 
65 Similarly describing the need for real-life figures in order to evoke the uncanny, Furniss 
compares the images of Alice with figures in some of Svankmajer's earlier works. She 
believes that the clay body parts of Darkness, Lightness, Darkness (1989) and the cut-outs of 
Manly Games (1988) remain at the level of animated figures, rather than crossing into the 
realm of anything approaching a living being. Moreover, Svankmajer makes no attempt to 
link the images to a real world context - for example the backgrounds in both are clearly 
fabricated. Furniss concludes that although it is difficult to say just what makes the images in 
Alice somewhat uncanny, "clearly the linking of the 'real world' and animated imagery tends 
to encourage the effect" (173). 
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4.4.5 The double 
The doubling of the characters Alice and Faust in their animated forms also 
contributes to their uncanny effect. As discussed in Chapter 3 on dreams, 
Freud sees one of the most prominent themes of the uncanny as being 
connected with the phenomenon of the double (356). A pronouncedly 
uncanny moment is enacted when the tiny doll version of Alice is forced to 
"walk the plank" backwards into a pot of hot milk. (See Clip 4, Chapter 4 on 
DVD.) She rises out of the milk as an enormous effigy, which cracks open to 
reveal the real-life Alice. The doubling in the transformation of doll to effigy, 
and redoubling in the return to the live-action Alice creates a disarmingly 
uncanny effect. 
The effect is also uncanny where Faust appears as a marionette, controlled by 
unseen forces. Perhaps the most discomforting moments are those where the 
character Mephistopheles turns himself into a clay mirror of Faust, animated 
via pixilation: for perhaps Svankmajer's implication is that the devil is 
contained by - or is a projection of - each one of us? The frame-by-frame 
animation of Faust's own live action face creates an impression of something 
dead come alive, erasing conventional distinctions between reality and the 
imagination. 
4.4.6 Effacement of reality/ imagination 
Freud identifies the thin line between the animate and inanimate as another 
aspect of the uncanny, basing his thinking on the findings of German writer 
Jentsch.66 According to Jentsch, a particularly favourable condition for 
awakening uncanny feelings is created when there is intellectual uncertainty 
as to whether an object is alive or not, and when an inanimate object becomes 
too much like an animate one (cited in "The Uncanny" 354). It seems that 
animation as a genre in itself resonates with that aspect of the Freudian 
uncanny concerned with the point at which "the distinction between 
imagination and reality is effaced" ("The Uncanny" 367). 
66 Jentsch is author of "Zur Psychologie des Umheimlichen", 1906. 
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In the opening scene, the camera pans across a stream where pebbles are 
being thrown into the water. It tilts up to reveal an unnaturally stilted Alice 
sitting by her even more lifeless nanny, who is cut off by the frame at the 
neck, and is so static that one thinks she is a mannequin until her hand comes 
down to slap Alice. And so the line between live corporeal body and doll is 
blurred from the outset. The boundary between animate and inanimate is 
also effaced via the puppetry in Faust. At times the puppets are manipulated 
by hands of an unseen puppeteer, at other times the puppets rush off on their 
own - brought to life via stop motion animation. At still other moments, the 
puppets lie motionless, their strings in disarray - reminding us of their 
inherently inanimate nature and of the fact that it is only the act of 
manipulation, or occasionally of stop-animation, that provides them with an 
uncanny semblance of life. 
The line between life and death wavers particularly when, in a necromantic 
moment, the live-action Faust seduces the puppet version of Helen. (See Clip 
5, Chapter 4 on DVD.) She lies back corpse-like, and the animated Romilo 
puppet#})reaks out from inside her inanimate form. Shera argues that Faust is 
"compelled to struggle with what becomes an unstable, decaying border 
between flesh and puppet forms" and that this physical instability 
complements his internal, moral struggle (14). And so the very use of 
puppetry as medium bespeaks Faust's greatest fear - that of his own 
mortality. 
Similarly, animation is used to convey Faust's internal fears and desires. In 
fact, Shera sees animation as a disruptive force in Faust, interrupting and 
destroying the live action that is Faust's mortal realm (12). Whereas the live 
action scenes have a smooth visual continuity, Shera posits that the animation 
operates against this flow, and that the animated sequences rupture Faust's 
sense of purpose: 
.. .from the smashed head of the baby, to the bowling ball 
that becomes Mephistopheles' face, animated sequences 
arrest Faustus' sense of normal time; his identity and his 
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capabilities. Animation reminds Faushl s that he is limited 
spatially and temporally; that he is mortal. (12) 
The baby head seq uen ce is one that "arrests Faust's sense of rea l time" and 
most pertinenlly speaks to his fear of mortality . He finds a g lass alembic with 
day inside, which morphs into an inan imate day baby. In the words of 
Svankmaier's screenplay, Faust "d raws th e life-giving Shem ha-m' forasli, 
ca refully folds the paper and put s it into the baby's mouth" (13). 
Instantaneously the baby comes to animated life, and swiftly ages into a child, 
into an adult with Faust's face and then into an old man - before finally 
freezing into a grinning corpse that Faust smashes in despair . (See Clip 6, 
Chapter 4 on OVD.) 
Figure 24: The b,lby-turned-curpse in Taus! 
The metamorphosis from baby to skeleton aligns life and death to chilling 
dfect - both for Faust and for the audience. lnterestingly, in an interview 
with Barry Curtis, Irene Kotla rz claims that there is al ways a relation between 
animation and the grotesque and horrific, "because animation or reanimation 
as a metaphor for bringing something alive is also part of the vocabulary of 
horror" (27_8).67 Furthermore, there is animation's ca pacity for the vi sceral 
transformation of time and flesh, as in the morphing from baby to corpse: 
animation is used here to enact a metaphor of mortality . 
67 Kollarz also speaks <lbout animation's subversion of accepted bound.uics ~nd its close 
associiltion with purnogrJphy, and of the- p reoccupiltion with thi llgs that call go wrollg with 
the body, '·althuugh they MC' bril,k(' t('d in a kind of m('!<lphorical re<lhn" (citC'd in Curt is 2!i, 
30). 
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J lI St as the anima tion, in swiftly transforming a baby to a corpse, suggests 
another tempora l rea lm, animation can suggest the existence of deeply 
subjective spatial rea lms. 
4.5 Space 
The subjective treatment of space is one means by which 5vankmajer conv~~ys 
thc unconsdnlls, Sht:!ra maintains that by reveali ng fril chHes betwc'cn Spi1("e 
and tim e, 5vankmajcr's .mimation is the antithesis to mai nstt'Cil n1 fot'ms of 
JnimJtion, exemplified by Disney produ ctions that attempt to smooth over 
sp.] t io tem por.ll discrt:!pallcies (12), 
Following the opening credit sequence, with its extreme dose-up of Alice's 
mouth, Wf> cu t to illl exh~rior shot of il stream in the woods, which i" soon 
stripped away to become fi rst a nursery and then a fie ld of r,1\\' eMth - on 
wh ich stands il desk wi th a singlt' drawer. Alice must squ~zc herself into the 
d r<lWl;'f and descend a lift shaft, before ente ri ng the d ark, gloomy cellars of 
the fiJm's netherland. As in a dream, any sense of gf>ographic spacE' is lost as 
Alicf> wanders betwii'en basements and celiars, stairs and corridors. The rt" is a 
d oor wi thin a door; a stream running through a fie ld within" room;" stage 
set ,vi thin the fie ld; a house wi thin the house, and another house behind the 
fa,ade of a house mJde of children's build ing blocks. 
IIXUTt' 25 Atke trapped In the house made of children 's building blocks 
Even though we move unprooi clably about. we never fee l that we have 
entirely abandoned the waking world, in tha t the mise-ell-seem.' is so pros.:lic in 
its elements. This is despite these elements appt>a ring in unexpected 
combinations, such as the streJm running through a room. According to 
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Furniss, Alice was shot at full scale, with Svankmajer placing his live actress 
and animated creatures within what appear to be real rooms, or outside on 
rocky terrain - creating a very realistic diegetic space (161).68 Moreover, Geoff 
Andrew explains, the real rooms were those of a converted old bakery, and 
were used once more for the shooting of Faust (6). The exteriors for both Alice 
and Faust are also very quotidian Hames describes the Prague of Faust as 
"no tourist picturebook, magic city or Expressionist vision, but an all too 
tangible world of the everyday - of trams, greasy raincoats, beer and 
sausages" (Dark Alchemy 41-2). 
The consistent use of diegetic space - even in portraying the realms of the 
unconscious - is by way of contrast with the stylised carnivalesque sets used 
in Monkeybone, to delineate Down Town from reality. Russell asserts that, 
since one cannot achieve an entirely realistic look for the animated world, it is 
better for it to look significantly different from its real world counterpart 
(personal interview, 21 November 2004). In keeping with this thinking, Down 
Town is lit with expressionistic, high contrast lighting, using coloured mist 
and areas of darkness, as opposed to the ordinary world, which is lit with the 
high key, low contrast lighting standard for Hollywood comedies. _"< 
Roger Rabbit similarly distinguishes visually between Los Angeles and 
Toontown, which is rendered entirely in 2-D cell animation - an environment 
into which the human protagonist Eddie Valiant ventures for a short time. 
For the most part though, cartoon characters travel into the real world.69 
Cholodenko labels the relationship a "doubled mise-en-scene", and holds that 
the location of Toontown in relation to Los Angeles is in a sense "both 
determinable and indeterminable at the same time" (228). The relationship 
between the locations seems determinable - given that we can glimpse 
Toontown just behind the wall behind the Acme factory. Yet at the same 
68 Furniss indicates that shooting in real spaces and at full (1:1) scale is usual practice for films 
that employ pixilation or live action/ animation, and could be described as the equivalent of 
location shooting in live action production (161). 
69 Russell claims that in Roger Rabbit we stay, for the most part, out of the Toon world 
precisely because of the huge aesthetic disjunction between cartoons and live actors. He 
points out that where the Toons appear in the real world, their colouring is not too high key: 
they don't use bright red or green for example. They are graded down so that they can 
respond to lighting in a real world context. Russell believes that in Scooby Doo (2002: dir. Raja 
Gosnell), the characters are too high key in their colouring and cannot be integrated into the 
real world setting (personal interview, 21 November 2004). 
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time, in order to reach Toontown, Valiant has inexplicably to drive through a 
long tunnel. There is also a temporal disjunction between the two worlds: 
when Valiant drives down the tunnel, it is night in Los Angeles. (See Clip 7, 
Chapter 4 on DVD.) Yet, when he emerges it is bright day in Toontown, so 
intensely high key in its rendering that Valiant squeezes his eyes shut against 
the glare - echoing our own impulse to do the same. 
In Alice, there is no distinctive visual treatment of the unconscious realm in 
terms of lighting or production design. Rather we remain within diegetic 
spaces throughout the animated sequences, so that t1.te unconscious realm is 
closely tied with the real world of objects. Furniss articulates this use of 
realism to inform even animated sequences: 
The close-ups of the white rabbit's eerily thras~ng, ugly 
yellowed teeth are reminiscent of something at least mildly 
fear-evoking or repulsive that most people have seen in the 
real world. (173) 
Furniss goes on to describe the wiping noise that accompanies the rabbit's 
clearing sawdust off his pocket watch, and argues that "for being a simple 
sound and a succinct movement, they are resoundingly realistic" (173). 
According to Stuart Aitken and Leo Zonn, space describes the world of the 
film's diegesis, "indicated by visual, and to a lesser extent, aural 
representations" (cited in Walker 88). Svankmajer's visual treatments of 
screen space have been shown to articulate the inter-penetration of conscious 
and unconscious realms. Since aural representations are also central to the 
articulation of space, Svankmajer's realistic and somewhat minimalist use of 
sound also bears investigation. 
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4.6 Sound 
4.6.1 The cinesonic place 
Alison Walker argues for a "sonic understanding" of cinematic place (88). 
She describes how in The Lord of the Rings: The Fellowship of the Ring (2001: dir. 
Peter Jackson), the filmmakers found ways to "sonically conceptualise the 
properties and locales of evil, both physically (tied to specific, concrete 
sources) and metaphysically (articulating non-concrete or non-material 
entities)" (89, Walker's parentheses). She believes that the interaction 
between the physical and metaphysical articulates the "cinesonic place, where 
emotional and narrative value is expressed beyond the concrete world 
depicted by the image" (89). 
Yet, whereas sound design in The Lord of the Rings trilogy uses diegetic and 
non-diegetic sounds in combination to create a rich aural tapestry, 
Svankmajer's sound design is far sparser, and for the most part in~orporates 
only diegetic sound. Jocelyn Szczepaniak-Gillece talks of Svankmajer's 
"onomatopoeic music of the ordinary" to describe the mechanical noises that 
accompany the everyday objects he uses in his animation (2). But even 
though what we hear remains tied to what we see on the screen, these 
diegetic sounds are used not only on a physical level, but also on a 
metaphysical one to articulate the characters' states of mind. 
Responding to the question as to what importance he gives to the role of 
sound, Svankmajer states: 
The more deeply a person probes into the fantastic, the more 
he needs to be realistic in form. I repeat time and time again 
that it is my desire to make "fantastic documentaries". The 
nearer I get to my goal the more subversive effect my films 
will have. (cited in Hames, Dark Alchemy 112) 
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In employing naturalistic sound design to probe the fantastic ~vankmajer has 
for a long time collaborated with sound designer Ivo Spalj.70 They are both 
committed to the notion of II concrete" sound recordings, creating a synthesis 
with Svankmajer's object-based animations. Startlingly clear sound, such as 
that of the sawdust seeping from the White Rabbit in Alice, works in 
conjunction with close-ups to intensify our perceptions of small details. 
O'Pray talks about how, in ~vankmajer's films, there is a IIdoubling" on the 
moment of editing - so that sound often comes just after the cut (The Animator 
of Prague DVD). This emphatic cutting of sound in correspondence with 
image, and the anchorage of sound to a visible source, renders ~vankmajer's 
animation more tangible and grounded. 
Even where sound is actually staged, we see the source of it, and in fact, 
~vankmajer plays on the relationship between natural and staged sounds. 
Thunder is a notable example in Faust. The first peals accompany real 
lightning, but later the thunder is re-created by the puppeteer shaking a sheet 
of metal, an action repeated at several portentous moments. When tiny devil 
marionettes climb out of Mephistopheles' mouth, the thunder rolls 
incessantly. In turn, angel marionettes emerge from the angel effigy, 
accompanied by the tinkling of bells. The low- and high-pitched sounds 
create a cacophony, which echoes the clamour in Faust's mind as he wrestles 
with himself as to whether or not he should sign over his soul. His decision, 
as he signs in blood, is sonically endorsed as the thunder wins out - and we 
cut to the hands shaking the metal. The thunder comes to define a cinesonic 
space that encapsulates the satanic - and defines Faus~ s state of mind as he 
descends into Lucifer's realm. 
Moreover, concrete diegetic sounds are used to mark pivotal points in Faust's 
metaphysical journey. When he first discovers the text for the play, he reads 
aloud, 1150 I resolve my soul to free, through blackest magic and dark 
alchemy". No sooner has he muttered this intention, the very pretext for the 
play, and in turn the film, than a red bulb starts to flash, accompanied by a 
buzzing and ringing. On a literal level, this is Faust's stage call. He heeds the 
70 Ivo Spalj was Sound Designer on Alice, Faust, Conspirators of Pleasure and Little Otik, as well 
as on a number of Svankmajer's shorts. 
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call, and emerging on stage, finds an audience gathered. But the sounds also 
create subjective depth, in articulating the turmoil of Faust's mind, and the 
buzz and ring become a repeated sound motif at two further points, each of 
which marks a turning point in his metaphysical experience. 
The second buzzing and ringing, which with heightened urgency carries on 
for longer than before, underlines Faust's dawning disillusionment as he 
accuses Mephistopheles of being a liar. The third occurrence of the motif 
happens moments before Faust meets his fate, when to the buzzing and 
ringing are added the clashing metal, the crackling of visible flames and the 
clamour of devil marionettes. (See Clip 8, Chapter 4 on DVD.) This time Faust 
rushes out onto the street, where he is run over before an audience of passers-
by. With the high-pitched screeching of brakes and the collision with 
Mephistopheles' car, the deafening crescendo cuts to silence as Faust dies. 
Nobody says a word. The sound design seems to suggest that it is not just 
that Faust has met his end, but that the turmoil in his mind has subsided at 
last. Sound has been used in all three cases to articulate Faust's internal 
menace, and to mark crucial metaphysical points. 
Bordwell and Thompson point out that the use of sound to enter a character's 
state of mind is so common that we need to distinguish between internal and 
external diegetic sOlmd: external diegetic sound is that which spectators take 
to have a physical source in the scene (Film Art 307). Internal diegetic sound 
is that which comes from "inside" the mind of a character; it is subjective 
(Film Art 307). However, while Svankmajer limits himself to external diegetic 
sounds, these seem nonetheless to serve the purposes of internal diegetic 
sound. We see the rolls of thunder being created in diegetic terms, and yet 
such sound devices enable the narration to achieve subjective depth.71 
Some use is made in Alice of off-screen diegetic sound, but these are for the 
most part eventually revealed to have an on-screen source. For instance, the 
repetitive splashing in the early nursery scene is finally shown to come from 
Alice throwing pebbles into a cup of tea, and the inexplicable ticking that 
71 This II allusive" use of sound is also used in some live action genres marked by emotional 
excess rather than "realism", such as Bollywood and Melodrama. 
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accompanies the same scene at last makes sense as coming from the White 
Rabbit's fob walch. The effecl of off-screen sound is usually to give a sense of 
a narrative world that extends beyond the boundary of the screen. It follows 
that the lack of sustained off-screen sounds in $vankmajer's work situates us 
resolutely in th(> character's imagination or unconscious. 
Even atmosphere tracks are prone to mutate without logical explanation, as 
arc the visuals-in the nature of an ever-shifting dream. The firs t time Alice 
looks from the room ,,,,here she is trapped, through a miniature doorway, she 
sees painted sets of a garden, and correspondingly there is an ambient 
pastoral track. Minutes later when she peers outside once marc, the sets are 
replaced by ones of an ocean, with the accompanying sounds of waves and 
seagulls . Whereas atmosphere tracks usually provide a seamless and 
convincing background to a character' s action, here the variable track - in 
conjunction with the shifting visuals - does more to suggest the subjective 
nature of Alice's perception. 
Indeed, throughoul Alicf', sound is used to describe the protagonist's state of 
mind, and the play between the conscious and unconscious. There are times 
when a sound ostensibly comes from a source for which it is not appropriate 
on a litera l leveL such as in Alice, when a great whirmying sound emanates 
from the patently non-equine fish and bird skeletons pulling a cart. The 
implied comparison of the skeletal creatures with horses creates a comedic 
moment through what Bordwell and Thompson cal! an "audiovisual pun" 
(Film ArIJ06). Alternatively, one could experience the low-fidelity sound as 
undercutting the image - subverting the ordinary in a Surrealist vein, and 
speaking to the free associations of Alice's unconscious. 
Figlue 26: The whinnying skeletons in Alicc 
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There is a similarly dreamlike treatment of sound when Alice hears the ear-
splitting wailing of a baby. The White Rabbit throws the bundle at Alice, and 
the moment she touches it, it transforms to a grunting pig. Svankmajer claims 
that this transformation is part of the "logic of dreams" and is, in fact, a 
moment directly transposed from Lewis Carroll's original, which Svankmajer 
describes as "pure infantile dream" ("Svankmajer on Alice" 1). However, 
unlike in the original, Svankmajer's Alice - and in tum we as audience - do 
not see the baby's face, but only the pig as it emerges from its swaddling 
clothes: so sound is instrumental in blurring the bounds between reality and 
imagination.72 Walker writes that "sound oscillates a relationship between 
various, juxtaposed spaces and places, facilitating a form of cinematic 
articulation beyond the visual" (88). Certainly in this instance, Svankmajer 
has employed sound to articulate the oscillation between reality and the 
imagination, between the conscious and unconscious realms. 
4.6.2 Sound transitions 
Where Svankmajer implements transitions between realms, sound platys a 
pivotal role. In Alice, wind blows as she runs from her room onto the field of 
raw earth, evoking an eerie atmosphere befitting the first stage of slippage 
into the unconscious. The second stage of slippage is the rabbit hole, treated 
as an industrial lift. The cranking diegetic sounds are heightened to become a 
mechanical cacophony, which underscores Alice's sinking into the depths of 
her unconscious. Yet another cacophonous sequence accompanies Alice's 
transition back to the waking world in the penultimate scene. The White 
Rabbit clashes his scissors at the Queen's command to chop off Alice's head, 
and is soon joined by the skeletal creatures beating pots with spoons. They 
create a din that matches the fast-cut montage of Alice's shaking head - cut 
together with other heads - culminating on her own head as she wakes in the 
nursery. The racket helps to articulate the transition of Alice back to 
consciousness. 
72 In the novel, the transformation of baby to pig is made both via its reported grunting, as 
well as in subtle visual terms: liThe baby grunted again, and Alice looked very anxiously into 
its face to see what was the matter with it. There could be no doubt that it had a very tum-up 
nose, much more like a snout than a real nose; also its eyes were getting extremely small for a 
baby: altogether Alice did not like the look of the thing at all" (Carroll 79). 
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Notably, in more mainstream films, transitions between real and imagined 
space are often underscored by music. In Monkeybone, after the car crash that 
sends Stuart into a coma, Julie's voice is accompanied by a creepy orchestral 
score with wordless singing. The tempo increases as Stuart finds himself on 
the roller coaster into the limbo world of Down Town - the more upbeat 
music becoming integrated with the mechanical sounds of the roller coaster. 
On arrival in Down Town, the music turns altogether lively with the ditty 
"Welcome to Down Town while you're in your coma!" before subsiding into 
a carnivalesque hubbub. 
Similarly, in Roger Rabbit, the first time we glimpse Toon Town over the wall 
of the Acme factory is to the strains of fairground music, which defines Toon 
Town as a realm removed. And when Valiant travels to Toon Town, his 
approach through the tunnel is accompanied by high adrenaline orchestral 
music that rises on a high trumpet note as the red curtain at the tunnel's end 
rises to let him enter. As he emerges, Toontown bursts into song, the Toons 
singing "SBAile, Valiant smile" in the most brazen of Hollywood traditions. 
As in Monkeybone, music - and particularly song - is used to define a separate 
world. In fact in Roger Rabbit, the entire sound design becomes cartoonesque 
for the Toontown sequence - with spot effects of onomatopoeic "bings and 
boops". 
Svankmajer, on the other hand, unremittingly uses "concrete" sound effects, 
and steers almost entirely away from music. In Alice, the only music is the 
piano under the end credits. Faust features Bach's Fugue under the front- and 
end credits, but the only musical sequence within the film is from Gounod's 
opera version of Faust. The opera is by no means treated as sacrosanct: while 
ballerinas dance in a field, a tractor noisily harvests the crop, and the 
sequence ends with thunder and lightening almost overwhelming the music. 
Svankmajer maintains that in his concept of "fantastic documentaries", there 
is no room for music, except as an artefact, and that "real noises are much 
more effective" (cited in Hames, Dark Alchemy 112). An artefact is 
conceivably what the Gounod opera sequence entails, as it is one more genre 
in the layering of different versions of the Faust myth. 
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Walker believes that "the mobile nature of sound enables extension across 
imaginary space into lived ones" (89). Svankmajer might steer away from 
music for the most part, a common means of making transitions, but sound 
design in his work does articulate his characters' internal states, and their 
oscillation between imagined and lived spaces. 
4.7 Crossing over 
Having examined the way in which sound aids the implementation of 
transitions, it remains to consider how Svankmajer enacts movement between 
realms in visual terms. According to Shera, Svankmajer achieves a staccato-
like effect in his work by cutting between very different forms of action, and, 
even more effectively, by cutting between live action and animation (13). The 
staccato effect is amplified by the short duration of most shots: Svankmajer 
claims that Alice and Faust were filmed using "an assembly of short, very 
short and a few single-framed shots" (cited in Hames, Dark Alchemy 113).73 
4.. 
The single-framed shots in isolation are of course not apparent to the viewer, 
but work together to build transitions. For example, isolating single frames 
on the DVD reveals that the transitions between the real Alice and her doll 
version are achieved by cutting together one or two frames at a time - in 
order to go from the life-size Alice to her miniature doll version. 
Similarly, transitions between spatial realms for the most part occur swiftly. 
Alice crosses the bare earth towards a desk with a single drawer that stands in 
the middle of the wind-swept plain. Having seen the White Rabbit climb 
inside, she follows, squeezing herself into the impossibly small drawer. The 
drawer acts as a portal between the ordinary world and the nether realm - or 
on a metaphoric level, between her conscious and unconscious. Wells 
describes the drawer as being Svankmajer's "most consistent symbol for the 
subconscious" ("Body consciousness" 191).14 The drawer also serves in this 
73 Alice was made using 2000 shots, and Faust comprised even more (Hames, "Dark Alchemy" 
113). 
74 The drawer is also used to signify the unconscious in Svankmajer's Virile Games, 1998. 
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particular instance as a portal that must be entered in order to "cross over" 
into the unconscious.75 
But this crossing over is not straightforward, as portals exist within portals. 
Soon after emerging from the drawer into a corridor, Alice falls down the 
renowned rabbit hole, interpreted as an extraordinarily long lift shaft - the 
movement of which is conveyed by a vertical dolly past multiple shelves or 
storeys, and by a strip of light moving repeatedly up over Alice's face. In the 
nether world Alice discovers several more desk drawers, some of which 
contain items from the original book, such as the ink that makes her shrink 
and the tarts that make her grow. In a sense, the ink and tarts serve as further 
portals in allowing Alice access to different realms. After all, she needs to be 
tiny to fit through the miniature door within a door - the first in a whole 
series of doors through which she must pass. The existence of portals within 
portals seemingly defies any notion of distinct waking and dreaming realms: 
rather Alice consistently journeys into new layers of the unconscious. 
This la1ering of the unconscious realm contrasts with the distinctive 
treatment of worlds in Monkeybone. (See Clip 9, Chapter 4 on DVD.) A car 
crash sends Stewart into a coma, experienced as the limbo world of Down 
Town - which also represents his unconscious, styled on his own artwork. 
On the crash there is a fade up to white, and a cut to a low angle close-up of 
Stewart's girlfriend Julie, from Stewart's point of view. Next we cut to a low 
angle beneath the hospital bed, and crane down in a slow revolve, with 
Stewart's almost mummified body descending with us -leaving a hole in the 
bed above?6 The perfect silhouette evokes the kind that cartoon characters 
leave - for example where Roger Rabbit is catapulted through an office 
window - so prefiguring the cartoonesque world of Down Town. From the 
revolving pull-back we cut to a close-up of Stewart's face as he descends a 
roller coaster. Notably, Down Town always maintains its "below-world" 
status, and subsequent transitions frequently involve a directional movement 
75 Leslie Felperin points out that the cellar, also appearing in Alice, is a "familiar metaphor for 
the unconscious" (2). 
76 On the Monkeybone DVD director's commentary, Henry Sellick claims that this shot was 
inspired by one in Trainspotting (1996: dir. Danny Boyle), in which a character falls through 
the carpet. He felt that rather than the usual image of a spirit rising up, it would be more 
direct having him drop out of his body into the underworld. 
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up or down. In Alice, however, there is no logical directionality and we never 
reverse the fall by moving upwards again to return Alice to her nursery. But 
in a sense we never left the space of the ordinary world behind in the first 
place: rather the conscious and unconscious realms are intertwined via the 
use of diegetic, albeit scrambled, spaces throughout. 
The diegesis in Alice is further entrenched by transitions back to reality as 
regards objects. In a sequence towards the film's end, the Queen of Hearts, an 
animated 2-D card cut-out, commands Alice to play croquet and to pick out a 
flamingo to use as a club. (See Clip 10, Chapter 4 on DVD.) Like the Queen, 
the flamingos are 2-D figures removable from 2-D cards. The croquet balls 
are pincushions, as found in sewing kits. But just as Alice strikes, the 
flamingos turn into live squawking hens and the pincushions into hedgehogs. 
This transition to live-action animals is made via a fast dissolve. It could be 
seen as a "form edit", defined in Roy Thompson's Grammar of the Edit as "a 
transition from a shot which has a pronounced shape, colour and dimension, 
to another shot which has a similar shape, colour, dimension or sound" (62).77 
After Thompson's definitions, the transition also constitutes a "concept edit", 
in making a mental suggestion that plants a story in one's mind (64).7B.#.fu fact, 
in combining two forms of edit - form and concept - the transition to live-
action animals could be viewed as a "combined edit", probably the "highest 
achievement of the editor" (64). What this extraordinary transition does is to 
juxtapose the fantastical and the prosaic, letting the two worlds exist in close 
proximity - even rub up against each other. The shift by no means represents 
a complete return to the ordinary, for no sooner do the hens flap their way 
out of the window than does the animated stuffed White Rabbit re-appear. 
The implication of this juxtaposition via the combined edit is that the 
conscious and unconscious worlds are not separate and discreet, but co-
existent and overlapping. 
By way of contrast, transitions in Monkeybone are used to create two distinct 
worlds and to clarify which one we are in at any given time. On the first 
77 Bordwell and Thompson use the term" graphic match" for the edit that links shots by 
f,aphic similarities (Film Art 252). 
The concept edit is comparable to Eisenstein's concept of juxtaposition. Bordwell and 
Thompson discuss the juxtaposition of shots, and Eisenstein's treatment of shots as 
"emotional and conceptual units" (Film Art 285). 
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return to reality, an intermediary shot of the heart machine is employed -
effective in that it has a graphic quality similar to the Down Town shot that 
precedes it. We are led back to the carnival rides in Down Town by a close-
up of a moving fairground contraption. Next the optical effect of a wipe 
transports us from Down Town up into the real world. Later a rotating shot 
from an ornamental ceiling in the real world ends in a two way wipe -
resembling the opening of curtains - to a shot of the character Death in Down 
Town, under an arch echoing the dome ceiling in the real world. This 
methodical approach to transitions is in keeping with Russell's assertion that 
in moving between the live action and animated realms there must be smooth 
continuity between all the filmic elements, or else the transition will be too 
abrupt (personal interview, 21 November 2004). Russell advises that it is 
unwise to go for straight cutting, which is /I a big arrow to technology change" 
(personal interview, 21 November 2004). 
Notably, even though he does not shy away from technology change, 
Svankmajer usually avoids straight cuts for his major transitions. Alice's 
return m consciousness is implemented via a fast rhythmical montage, 
triggered as she vigorously shakes her head in her refusal to be beheaded. In 
a speedy succession of fast dissolves, her head changes, in tum, to that of the 
March Hare, Mad Hatter, Fish and Frog Footmen, Alligator, Queen of Hearts, 
White Rabbit and finally back to her own head as she wakes in the nursery. 
In fact, a series of transitions throughout the film have brought Alice full 
circle back to where she started. Dissolves conventionally signify a 
substantial temporal transition and / or a mental shift, for example to 
flashback or dream. Hence the use of dissolves here queers the space-time of 
the narrative, and also suggests one mental state superimposing itself on 
another. 
Although Alice ostensibly re-enters real geographic space when she wakes, 
Svankmajer implies that activities taking place in the unconscious realm 
impact on the conscious one. On her waking, playing cards are scattered over 
Alice's body where there were none before; the glass rabbit case is really 
broken and the stuffed rabbit has disappeared. What is more, Alice finds that 
a hidden drawer really does exist beneath the cage, and so the portal to the 
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unconscious remains, suggesting that these transitions could recur at any 
given moment. 
According to Frantisek Dryje, the answer as to whether Alice's experiences 
were a dream or reality is paradoxical, echoing the sentence from the film's 
opening: "close your eyes, otherwise you won't see anything" (132). Dryje 
interprets this as an exhortation to dream, "to experience something which 
contains the truth about our lives" (132). However, Dryje claims that 
Svankmajer does not want simply to paraphrase "perennial ideas about the 
unity of dreams and reality": 
He sees the unity as more of an inner coherence of the world 
and the imagination - of the child's world of ideas, which is not 
unreal, but which gives things more than one utilitarian 
function and recreates their essences in a relationship. 
Wonderland is not "like" something. It is here, and the 
miraculous is in reality. (133) 
This portrayal of the unconscious realm as existing within our consci6us 
diverges from most Hollywood treatments of parallel realms, where we are 
invariably returned in the end to the real world, with the status quo re-
established. The Monkeybone character, for one, is re-contained within 
Stewart's head, which according to the character Death is "where he belongs" 
(Monkeybone DVD). This denouement implies a closure and re-integration 
that is absent in the final scene of Alice, which rather suggests that she could 
at any moment be flung back into the unconscious depths of "wonderland". 
4.8 Animating desire 
In The Conspirators of Pleasure (1996) and Little Otik (2000), Svankmajer uses 
animation to a much more limited extent, most particularly to articulate his 
characters' innermost desires. The Conspirators of Pleasure tracks six ordinary 
individuals with bizarre sexual fetishes - from toe-sucking fish to the snorting 
of bread balls up the nose. A postwoman, shopkeeper, television presenter, 
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detective and two odd apnrtment dwellers gu looking for th~ ing redient~ they 
rC<]uire and concoct an array o( devices, contraptions and effigic'5 10 fulfil 
their de!.i res. 
Notably, animation i <; re <;erved for lhe achwlisation of the ch<1 ri1clcr<;' 
fnntnsie~ . SV<1nkmnjer l!xp\ains that the animabon is mostl y lJ scd in the 
<;cqucnccs w here thc chM.lder creatf's .In arhilci<11 p<1rtncr (ci ted in Wendy 
Jackson 6) The<;c sequences belong to the mam characters of the film. 
Pi v(lnk,l iHld Lnuba lova, next-door neighbours w ho create effigies of (Inc 
ano ther. I'i vt)nka dri ve ... his effigy into the C(lunlrysidf', w hl :r.' he pcrl~ 'nn<; 
bi:r..arre nle., dn.-ssed .l ~ i\ chJcken, LOllbalova lakes her s tr.l\V cfllgy to an 
abandonl.~i crypt, and then emerges (rom a wardrobe 10 whip it - whercupon 
it comcs to animated life. The other character<;' rituals arc secn more from a 
d Istance, from <tn objective, tturd person perspective; however, Svankm ajer 
explains that the relationship between Pivonka and Loub.lI0v.:l is 3hl)wn Irom 
each (lther'~ point of view (cited in Wendy Jackson 6). ~vankmajer appnrcntly 
heRitated for n long time over vvhether he should do it m thi .. way, o r simply 
as the rest of the film was done - so that the relntionship would be shown 
simply a<; one between the two of them: 
Then I realised that these individuals did not really seek n 
living crea ture, but a n effigy, an artificial partner. To make 
the!:ic thillgS alive, I could do it only by animation. Th('rdorc, 
I stepped (lut of the third person point of view, and put it into 
the context of the characters' own point of view. (cikd in 
Wendy Jackson 6-7) 
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The animntion thus enacts the subjectivity of the experience - the coming to 
life of desires in Pivonka and Loubalova's imaginations. Finally Pivonka, 
dressed as a chicken, crushes his effigy with a boulder, while Loubalova 
drowns hers in a basin. These violent acts are not entirely contained by the 
fantastical realm of actualised desire, but rather cross over into the rea 1m of 
reality. For in a voodoo-like sense, the rituals enact real-life harm: the live 
action Loubalova is found crushed to death in her apartment, and the film 
ends with Pivonka going home to see the ward robe slowly opening - as if 
Luubalovci were there in reality. Svankmajer characteristically blurs the 
bounds behveen reality and the imagination, bringing desires disturbingly to 
life. Animation in The Conspirators of Pleasure is used to enact desire and its 
potentially disastrous conset[uences, and so is very much in keeping with 
Svankmajer's ongoing project to speak of the lll1conscious. 
.- ~ 
, O· f. .. 
~.. '< . . ~ - " . '.' --
~ . 
. . - -
Fi;;;ure 31: Pivon~a dressed as a chicken with 
an effigy of Loubalova in Tile Conspirators of Pleasure 
Similarly Little Ofik, based on a Czech fairy tale about a childless couple who 
long for a baby, employs animation to articulate desire. Mr Horak digs up a 
root that somewhat resembles a child, trims it and presents it to his wife, who 
is so desperate for a child that she treats it as real. Eventually Otik comes 
alive and develops a voracious appetite - devouring the pet cat, the postman 
and a visiting social worker. In the neighbouring apartment live the Stadlers 
and their eleven-year-old daughter Alibetka, who notices the parallels 
between the events next door and the classic tale of Otesdnek. Altbetka's 
reading from the book starts to anticipate episodes from the film, and she sets 
out to protect Otik from his fate. 
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Fi,~ ur($ 31 mId JJ: liuleOh k turned live baby eal'> (omtant ly: lind 
U tt lt! O lik turned "ora(iou~ monster illla.:ks the social worker 
Otik is cleMly a manifestalion of his parents' desire for a child , <1t1d cv('n after 
they even tually abandon him, his existence is rekindled by Alzbe tka's desire 
for a playmate . Svankmajer is more interested in interpreting unconsdou:!o 
df'sirf's th'1n in i1r'licu lal'i ng conscious intentions: 
It's common knowledge th at the subconscious components 
nf nur mind <lfl' jll~t a,<; IllP.mingfulas the conscious. So my 
prd"eN-nee i .... (.'cl't ainly fo r post facto interpretation rather th,11l 
intention . In OfeStillek the child devours hL" parenl..... O tik 
is the p roduct of the ir desire, their ~ebellion against nahJre. 
This is no t a child in the real sense of the word, bu l the 
mate rial isa tion of desire, of rebellion. (cited in H.1mcs, 
" Bringing up baby" 26) 
Otik's coming to life makes manifest his parents' desires, just as Faust's 
becoming 1\ puppet manifests his desire for inunortality. In fact, ~vankmajer 
h a!'; identified thematic parallels between Little Otik dnd Fall s/, claiming that 
he suddenly rCaliSl.'d th at the fairy tale Otesflllehvas, in eirect, a topical version 
of the Faust myth : "a rebellion against nature and the tragic dimension of that 
rebellion" (cited in Hames, "Ihinging up baby" 26). 
Like FaIlM, Little O lik is set in contempora.ry Prague; however, unlike Farl sl , 
Little OUk includes no "olhered" spatiaL realms such as painted sets, majestic 
mountains or dCSE'rts: instead , almost the entire film lakes place in a grimy 
apartment block and its surrounding streets - w ith brief sojourns to a co untry 
hOllSC'. Ga ry Morris ,lrgues that the film encourages us to suspend disbelief 
" partly by anchOri ng tbe narrative in humdrum characters (played straight by 
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their actors) and their depressingly realistic daily lives" (Morris's parentheses, 
3). And whereas the characters Alice and Faust exist both as puppets and as 
real people, in Little Otik none of the characters changes form. The baby Otik 
does start out inanimate, but once brought to life via animatioI\ he stays so 
throughout. And although he grows alarmingly, his fundamental form 
remains constant. 
Apart from the animation of Otik, there are a handful of animated visual 
puns, such as when Mr Shidler says he is so hungry he could eat a plate of 
nails, whereupon his food is promptly animated as such. Food on the 
Stcidlers' dinner table is frequently animated, as it is on the television's mock-
adverts, which deliver an incisive and ironic commentary about desire and 
consumption. Not animated - but nevertheless departing from the live action 
realism - are the hands that emerge from the old paedophile's trousers zipper 
each time he sees Alzbetka. The wriggling fingers articulate a type of desire 
that is distressing for us as audience, and speak pertinently to the potential 
destructiveness of desire - that is the thematic underpinning of the film as a 
whole. 
4\-.. 
Parallel to the main narrative runs an additional strand of animation 
accompanying Erben's original tale, read by Alzbetka - echoing the detached 
narration of Alice. The story is illustrated with 2-D animation, which in its 
relative stasis and illustrative style recalls the pages of a picture book. 
Svankmajer describes the narrative, which really comprises an independent 
animated short, as playing an important role in the film as a whole: 
... In that it gives the spectator a clear picture of the original 
myth, unadulterated by the deformations of present-day 
society. It is this that provides the source of AlZbetka's 
IIknowledge" and her IIcounteractivity". Thus animated, the 
Erben tale could stand on its own - with minor alterations. 
It's a film within a film. (cited in Hames, IIBringing up 
Baby" 28) 
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The slory of Little Olik is about unbridled consumption as the monste r 
de\'our~ anything in hb path - echoing the unconstrained desi res of the 
human characte rs. If the animntion of Oti k as a three-d imensional ch<l racter 
in the main bOti y of the film ma kes desire manife<;L and ta lks to w nsumption 
as the nip side of desire, the telli ng of the myth in para llel re-entrend ,es the 
metaphor. Since dl'sire is predica ted on lack, consum ption does represent the 
alUlihi \a lion rather th an the satisfact ion of desire . 
I ig l~r .. .1 <1 : A 2-D im<lgl! uwd to ,mimatl! tne I:".rbl!n tJ ie III Little OIU 
In both 'flu: COIJ <;"JrlltOfS I'f JJ Ic(/slm~ and Little Otik, then' i ~ no movement into 
non-qwlLid ii.lIl rl·alms. Ins k'ad, in achlnlising the noli(1I1 of desi rl!, the 
animation a llows LIS access to the characters' su bjective perspectivcs. Yet. the 
::.ubjecti ve realm tha t \ve en ter, although endowed with magical e lements, 
remains fu ndamenta lly rooted in the world of the here and now. 
4.9 Concl usion 
If it is anima tion's job to express the metaphysicaL and to tr<ln~ form reality, it 
follows tha t where <lnima tion is co mbined with li ve action, lhe animi"l tio n by 
extension affects the reality of the live action. However, i.n Sva nkmajer's 
oeuvre, the re is no si mple equation of live action with reality, and ani ma tion 
with unre<llily; instead the blending of the two media b~sp~aks the inter-
peneu<ltion of the consciOliS and unconscious r~alms. Svankrn<ljcr's 
engagement with Surre<llism, which end eavours to subvert the ordin<lry, 
upsets th(' dichotomy of con~ciolls and unconscious. Clo~ly linked to 
Surrea lism is til(' Freud ian notion of th~ uncanny, which can be discerned in 
severaJ aspects of Svank.majer's work.: the resid ual i1nimism of objects; the 
fragmen ta tion and disintegration of the whole; repetition creating the sense of 
133 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
entrapment; the doubling of characters, and the uncertainty as to whether an 
object is alive or dead. 
~vankmajer' s refusal to make neat distinctions between waking and dreaming 
in Alice articulates his vision of coherence of the world and the imagination. 
This coherence is further developed in Faust, in which even more doubt is cast 
on the border between the conscious and unconscious. Yet, although we 
constantly cross the bounds of realism in ~vankmajer' s work, his treatment of 
mise-en-scene in Alice and Faust is unswervingly tied to reality - his filming for 
the most part taking place in diegetic spaces. However, the shifts from one 
space to another might not make geographic sense - but rather adhere to a 
kind of dream logic. Unlike in more mainstream films such as Roger Rabbit or 
Monkeybone, there is no distinctive visual or aural treatment of alternative 
realms in ~vankmajer' s work: production design and sound remain tied to the 
diegetic world. 
Conspirators of Desire and Little Otik take even further ~vankmajer' s aim of 
exploring ruptures within the ordinary, remaining as they do entirely within 
the setting of the prosaic world - with the only animated elements bentg 
those that articulate the characters' desires. Desire is inextricably linked to 
the unconscious, the exploration of which drives all of ~vankmajer's work. 
~vankmajer' s constantly shifting border between reality and imagination, 
waking and dreaming, conscious and unconscious, is reflected in cinematic 
terms throughout his work. The flimsiness of the border reflects 
~vankmajer' s belief in the force of the imagination, of fears and of desire, in 
our lives. 
4.10 Implications for Zinzi and the Boondogle 
Zinzi and the Boondogle was originally conceived as mixing live action with 3-D 
computer animation. The idea was that, whereas most of the film is set in the 
Real World, the Boondogle - as well as the baboons, dolphins and eagles -
would be animated. The Bead World sequence, including the children 
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themselves, would be entirely animated.79 Based on discussions with the 
animation company Triggerfish, which is at present developing concept 
designs for Zinzi and the Boondogle, the most recent thinking is that the entire 
film will be animated. This is mainly due to the prohibitive costs in South 
Africa of compositing live action and 3-D animation. However, I have kept 
the discussion of mixing the media for two reasons: firstly, the integration of 
live action and animation has been integral to the conception of the project. 
Secondly, many of SVankmajer's techniques still have relevance for an entirely 
animated production, in which it would still be necessary to aesthetically 
demarcate the real and animated realms, and to enact visual and aural 
transitions between these worlds. 
4.10.1 Magic in reality 
To begin with, it is vital that the animated Bead World be foreshadowed from 
early on, lest it seem overly disjunctive - as Svankmajer does in the early 
nursery .... scene of Alice, before moving into the unconscious realm. As 
mentioned, Russell identifies two means of preparing an audience for 
transitions to an animated realm: either the human protagonist may spend 
time with an animated creature before being transported to its world; or 
aesthetic elements of the animation are introduced early into the live action 
(personal interview, 21 November 2004). Zinzi and the Boondogle contains both 
means of foreshadowing. Firstly, the children interact for some time with the 
animated Boondogle before venturing into the Bead World. Secondly, 
aesthetic elements of the Bead World are introduced in Valentine's Bead 
Curios, where all sorts of bead artefacts are on display, which in time become 
animated in the Bead World. Included in the shop are bead dolls, which 
prefigure the living bead dolls the children become to gain entry to the Bead 
World. Thus the groundwork for the Bead World's aesthetic is laid down in 
the film's early stages. 
79 James and the Giant Peach (1996: dir. Henry Sellick), is a useful example of the integration of 
live action and animation in a children's film. James starts off as live-action child, becomes 
animated for the duration of the peach journey, before returning to his live action status at 
the film's end. James' voice remains consistent throughout, as would be the case with Zinzi 
and her siblings. ) 
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Although the Real- and Bead Worlds in Zinzi and the Boondogle are more 
demarcated than are the conscious and unconscious in Alice and Faust, I 
would like to evoke something of Svankmajer's "miraculous in reality" (Dryje 
133). It is crucial then, that from early on in the film, magical elements 
penetrate the ordinary world. Moreover, this penetration should ensure that 
the Bead World sequence is not so thematically and stylistically disparate as 
to seem to belong to a different movie. Thus the screenplay suggests ways to 
integrate magical elements from the start. In narrative terms, the pre-credit 
sequence features a two-headed dog introducing the story -long before the 
magical Boondogle makes his appearance and unsettles the quotidian 
environment. There are also visual pointers to a magical realm beyond, for 
instance Gogo's bangles that shimmer slightly at portentous moments. 
I discussed the magical treatment of reality with production designer Vincent 
de Pater, who designed fa Zuster, Nee Zuster (2002: dir. Peter Kramer). We 
concluded that it would be more effective if the Cape Town of the real world 
were not overly naturalistic, but rather had a certain hyper-reality befitting 
the genre of a magical children's adventure story (Personal discussion, 2 
December 2004). He spoke about the way in which he "sharpened reafity" in 
a children's film called Minoes (2002: dir. Vincent Bal), which was set in the 
real world but involved talking cats. De Pater saw to it that shop windows 
were re-dressed, that cars and bicycles were removed, and advertising 
stripped back, to try to create a magical, hyper-real world within the prosaic 
one. He urged me to do the same for Zinzi and the Boondogle. Whereas I 
originally conceived of a documentary realism for the live action scenes, I am 
now convinced that a stripped back version of reality, a hyper-reality, would 
more effectively co-exist with the magical bead realm, and make for a more 
cohesive aesthetic for the film as a whole. It is also my hope that hinting at 
magical elements from the start will pre-empt an abrupt genre shift from 
kitchen sink melodrama to magical action adventure. 
On the subject of production design, colour would be a crucial element in 
creating a sense of magic throughout. The houses in Zonnebloem, on the 
outskirts of the CBD where the film is set, could be intensified with colour 
grading - as could the colours of Vuyo's drawings. Zinzi's central dream 
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sequence, in which she envisions a baboon turning into a dolphin and then an 
eagle, could be colour- saturated, so also prefiguring the magic, and the 
unnaturally intense palette of the Bead World. 
It is useful to examine Svankmajer's Surrealist treatment of the world in its 
subversion of the ordinary. In Zinzi and the Boondogle, I opt for a somewhat 
more rational narrative than do Surrealist filmmakers, given that I do not 
want to alienate a young audience. However, Svankmajer's consistent 
revelation of "the miraculous in reality" is a useful mantra in terms of 
constructing the real world of Zinzi and the Boondogle - one on which magical 
elements keep on impinging. 
4.10.2 Moving between 
Although there is inter-penetration between the two realms, with the 
Boondogle visiting the Real World, and the children the Bead World, we are 
alwayslure which of the realms we are in at any given time. In this sense the 
distinction between worlds is demarcated, as in Roger Rabbit and Monkeybone. 
Nonetheless, Svankmajer's work provides useful clues as to how I might 
implement transitions between the realms. For although the worlds in Zinzi 
and the Boondogle are visually distinct, there is no logical directionality as there 
is in Monkeybone, where Down Town exists "below" the ordinary world. 
Neither is there a geographic space that one can move through to get to the 
other world, as in the tunnel leading to Toontown in Who Framed Roger 
Rabbit? 
Instead, as in Svankmajer's work, Cape Town and the Bead World are linked 
via portals. The first portal is the muddled bead badge that Zinzi creates in 
her fear and exhaustion. Crucially, as her hands jumble the designs, she is in 
a nightmarish state, in which she envisions the merging of the baboon, 
dolphin and eagle to form the mutant Boondogle. So her conjuring up of the 
Boondogle is rooted in her own imagination and the fear that has lodged 
within it - just as the creation of the animated Otik is a manifestation of his 
parents' desire for a child. The Boondogle is ultimately returned to his 
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rightful realm of the Bead World through the tearing up of the selfsame 
badge. The badge's destruction seals over the portal, but until that point the 
Boondogle moves freely between worlds. 
The bead doll replicas of the children - in a voodoo-like sense - represent the 
second portal, in transporting Zinzi, Vuyo and Sam into the Bead World. 
Should these dolls unravel by sunset, the portal would seal over and they 
would be trapped in the Bead World for eternity. Notably, the dolls are 
created in the curio shop, containing many items for sale in traditional 
African markets. Significantly the marketplace is perceived in many African 
mythologies as a crossroads or liminal zone between the prosaic world and 
the spirit realm.so At the moment of transition into the Bead World, Gogo 
instructs the children to close their eyes. From Zinzi's point of view, we see 
the kinds of floating shapes that appear in our mind's eye as we squeeze our 
eyes shut against the sunlight. These shapes dissolve to floating beads, and -
as the children open their eyes - dissolve into the Bead World shop, the 
contents of which are uncannily brought to life via animation. 
4.10.3 Site of the uncanny 
I am particularly interested in the uncanny effect that ambivalence around the 
animate and inanimate could produce in Zinzi and the Boondogle. In 
connection with the uncanny, I have mentioned the doubt as to whether or 
not an object is alive. Freud discusses lithe impression made by waxwork 
figures, ingeniously constructed dolls and automata" (liThe Uncanny" 347). 
Even though they do not have the same semblance of life as do waxwork 
figures or automata, the bead dolls that transport the children into the Bead 
World should evoke this aspect of the uncanny. Firstly, they are constantly 
unravelling, which undermines their inanimate stasis. And secondly, the stiff 
doll-like forms are in fact animated in the Bead World. The Boondogle 
himself articulates the wavering line between life and death: 
80 For an in-depth discussion of African human and spirit worlds, see Martha G. Anderson 
and Christine Mullen Kreamer's Wild Spirits, Strong Medicine: African Art and the Wilderness 
(11-80). 
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And how do you suppose you'll go? 
You're not human now, you know. 
Stiff and lifeless little toys -
Two beaded girls, two beaded boys! 
Their ambiguous status slowly dawns on the children, before the Boondogle 
delivers his final "death blow": 
You have no blood, no bones, no breath, 
It seems like life, it's more like death. 
The uncanny is perhaps most prevalent during the Bead World sequence. 
Although the Bead World constitutes a parallel realm, it is still tied to the 
diegetic world in being a beaded mirror version of the children's 
neighbourhood, only made of beads. This shift could create the uncanny 
effect of "people, events, places, which become suddenly and frighteningly 
strange, although they are, in fact, quite familiar to the subject" ("The 
Uncanrty" 340). Another aspect of the uncanny is the factor of repetition, 
which Freud sees as recalling "the sense of helplessness experienced in some 
dream states" ("The Uncanny" 358-9). The children I hope will evoke this 
uncanny sense when they become obsessed with their solo activities in the 
Bead World park, helplessly trapped in repetitive cycles. The editing for the 
park sequence could take its cue from Svankmajer's use of rhythmic montage 
in the Mad Hatter's tea party, where the same elements are repeated, 
gathering tempo as the scene reaches its climax. I envisage cutting in similar 
montage fashion from Leila continually pushing her bead teddies on the 
swings, to Sam spinning endlessly on the merry-go-round, to Vuyo 
completing somersault after somersault on the jungle gym's bar. 
The ambivalence between the animate and inanimate in the children's 
incarnation as bead dolls; the fact that the Bead World mirrors the ordinary; 
and the children's incessant repetition of activities will, I hope, together give 
rise to an uncanny effect, befitting the beguiling yet dangerous Bead World. 
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4.10.4 Hearing interiority 
Diegetic sound in Zinzi and the Boondogle should ideally not only portray the 
real environment. Rather, as in Svankmajer's work, it should also express 
internal states. It is tempting to use undercurrents of sound to create a 
menacing soundscape that articulates the fear Zinzi feels. Such a treatment of 
sound, however, could prove terrifying for children, so it would be vital to 
keep subjective sound in check.s1 Instead one could seek ways of conveying 
interiority via sound without causing unnecessary distress. For one, the 
chaotic soundscape accompanying New Year's Eve in the film's opening 
scene should echo the tumult going on in Zinzi's mind. 
Furthermore, sound should be used to help transport us from reality into the 
Bead World and visa versa. One means of moving across realms is by slip-
editing or overlapping sound - used either to advance or to delay 
apprehension. Anticipatory sound, in the form of a "sound bridge", could be 
used at times to drag our attention forward to the next sequence: the hubbub 
of the Bead World market could begin while the children are still shutti~ 
their eyes, to pull us into the next sequence. Similarly, holdover sound could 
be used to extend the Boondogle's barking, as the children magically 
transport themselves out of the Bead World. As they look around with relief 
at the familiar surroundings, we would hear the reverberations of barking, 
undercutting their false sense of security: for sure enough, the Boondogle is -
within moments - to reappear in the Real World. Michael Rabiger suggests 
that by using sound and picture transitions creatively, we can transport the 
viewer forward without cumbersome optical effects like dissolves and fades: 
"We are also able to scatter important clues about our characters' subjective 
lives and inner imaginings, something film cannot otherwise easily do" (446). 
It would be important to cue this anticipatory and holdover sound in the 
screenplay, to make sure that the potential access to the children's inner 
81 Joanne Cantor has done extensive work on children's fear responses to film and television. 
In "Confronting Children's Fright Responses to Mass Media", she maintains that any loud, 
unusual, or shockingly unexpected noise can cause a startle response or a fear response, 
particularly when it destabilizes the reality / fantasy distinction (139-49). 
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worlds is not lost. The anticipatory sound that pulls us into the Bead World 
could, for instance, be scripted as follows: 
Gogo and the women clutch one another's hands in horror as the 
three children convulse, before suddenly vanishing in a rainbow 
explosion. 
All that remains are the lifeless dolls lying expressionless 
on the ground. 
DISSOLVE '1'0: 
INT. VALENTINE I S BEAD CURIOS IN BEAD WORLD - CONTINUOOS 
The bead dolls still lie on the ground in the shop. Around them 
the sculptures, masks, figurines and wire creatures are moving 
around and making a hullabaloo. 
Although I would like to explore the emotive potential of realistic, "concrete" 
sound, I do not intend to limit the sound design to exclusively diegetic effects, 
as does Svankmajer. Nor do I intend to exclude music, which I believe would 
help to convey the children's emotional lives - from the diegetic funereal 
singing to the non-diegetic music that accompanies their quest - upping the 
ante and underscoring their fears and their triumphs. Music will also be 
import~t in branding the film as South African and giving it an authentic 
Cape Town feel, which I will discuss further in the addendum to Chapter 6 on 
African animation. Non-diegetic sound effects could also come into play at 
times: when Zinzi first attempts to bead the hundred badges and is overcome 
by fear and exhaustion, reverberations in her head could help to create the 
cine sonic space of her fear. Zinzi's fear could be re-evoked through similar 
reverberations at later points, for instance at the moment Zinzi waivers before 
entering the ocean to save the dolphins. In this way, the sound could work in 
conjunction with image to create a reoccurring cinesonic space of fear. 
4.10.5 Animating fear 
Similarly, the animation in Zinzi and the Boondogle should be geared towards 
articulating states of mind such as fear. In The Conspirators of Pleasure and 
Little Otik, Svankmajer uses animation to articulate desire, and to guide our 
entry into characters' subjective experiences. Similarly, in Zinzi and the 
Boondogle, animation disrupts the narrative to bespeak the children's 
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subjective experience of fear. The Boondogle's appearance is thus 
accompanied by an animated nightmare sequence: Zinzi beads the mutant 
badge figure while envisaging in her mind's eye the baboon, dolphin and 
eagle coming together in an entanglement of limbs. Animation could be 
further used to entrench the children's fears. On their quest to find Leila, the 
children have to face their very worst fears - Zinzi's of water, Vuyo of heights 
and Sam of the dark. Animation could be used to underline Zinzi's subjective 
experience on braving the ocean, rendering the ripples as a vortex that could 
swallow her up. Similarly, during Vuyo's climb to the eagle's nest, animation 
could emphasise his fear by creating spiralling vertiginous lines. 
Since the Boondogle is brought to life within the realm of Zinzi's fear-ridden 
imagination, the Bead World as a site of fear may be viewed as an extension 
of the Boondogle himself. Conceivably, the animated Bead World exists 
"within" the world of the ordinary, as a beaded version of it - as opposed to 
being a separate geographical space.82 Svankmajer's work, in that he 
articulates dreams and the unconscious as coexisting within the mundane 
realm, offers a wealth of filmic possibilities for creating the imaginative Bead 
World, to exist in parallel with the here-and-now of contemporary Ca}1e 
Town. 
82 I will elaborate on this construction of the Bead World in Chapter 6, where I discuss African 
conceptions of spirit worlds. 
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CHAPTERS 
Otherworldly journeys and emotional voyages in 
Hayao Miyazaki's anime works 
5.1 Introduction 
In the work of anime filmmaker Hayao Miyazaki, viewers are transported on 
journeys into other worlds, which simultaneously articulate internal, 
emotional voyages by the central characters. Miyazaki subverts gender 
stereotypes and empowers female viewers by enabling them to envision 
themselves - through cinematic identification with a screen character - as 
resourceful and heroic. 
In order to throw into sharper relief Miyazaki's aesthetic and narrative 
techniques, this chapter starts by comparing Miyazaki's work with that of the 
... 
Disney studio. The chapter goes on to question the reasons for Miyazaki's 
predominant use of female characters. To this end, the Japanese notion of 
"shOjo" is explored, which traditionally refers to the culture of adolescent 
girls, and which Miyazaki reinterprets and revitalises in his coming-of-age 
narratives. 
Referring to the work of Bruno Bettelheim and Tzvetan Todorov, this chapter 
considers Miyazaki's employment of fairy tale motifs and of fantasy to express 
the inner journeys of his characters, particularly through the construction of 
other worlds. Incorporating an extraordinary level of detail in order to evoke 
a visceral and emotionally charged experience, Miyazaki purpose-builds 
these realms in order to explore the dramatic questions motivating his 
protagonists. 
Miyazaki sends his protagonists on transformative journeys, during which 
they achieve Bettelheim's concept of self-integration: these journeys all 
involve the completion of tasks, and engagement with tailor-made figures 
that speak to the protagonists' needs. I propose that the filmmaker's work of 
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orllcula tillg the i1Ull'r Ii \·e~ and emotional ioumey~ of hi~ chara("ter:. vi;'! 
fant.l':;y help., children in Ihe audience 10 come to te rms w ith the cha ll enge .. 
facC'd ill their uwn juurney.;; towa rds adulthood . 
!:-J ,x ('Ull)! nim' of \!Iiyataki ·" fi lms icaturc S<'if-sufl k i('nt young girl:-. inll·ading 
rok'S ,~1 Ilcre we .. hall focu .. on three films: My Neigll/lIJllr Tv/oril (1988). Kiki·s 
Dd lt'{,'I"Y Sert'ice (1989) an d Spirited Away (2002). I haw sek'cled tht'::.(' a:-. Ih(, 
gl rl prulahOni.,t, are most specifica Ily the poi nt of viC'w eha racier .. , and thci r 
ritc~ of pas~a~e arc particularly pronounced . On o("ca:-.iui1, Disney narrative~ 
The Littl!' Mermaid ( 1989: dir. Ron Clements and John Mu:'.ker) and Mil/ail 
(1997: dir, Barry Cook) thnt ilfC nlso about young girl:-· com ing of "gc, 
providc u~flll cOlllllcrpuints to Miyazaki's work. 
Mil M'ig!I/Jvllr T%ro is se t in the ordinary world, but a mngical rcalm 
g raduall y imptnge:. on the characters' quotidiaJl cxbterlCl' Thc film follow:. 
the journey of ten-year-old Satsuki, who move"i to the count rys id e with he r 
father and her young~'r <, i-;tcr Mei, to be ncar Ihe hospital where hl'r mothl 'T i<, 
cO'H"lle~cing. \ 'Itoi s tr,lY" inln the undergrow th and com('~ aeros:,> n fnmil)' of 
iurfY crea tu res, led by a huge o ne s he names "To loro". Satsu ki ini ti ally 
Idugh"i ,II Mel'''' claim"', and <;0 when Toloro joins her and Mei il t the bu ... .,Iop, 
.. he i ... ,l maL:ed to ~'e him too. When their father is called to the hO ... pit.l l in an 
l'mcrgency and Mei goc~ mis!>ing, Satsuki ealb upon TOloro·s help in find ing 
her. In doing -'0, Satsuki ill lilst manages to inlcgr,ltc ddult re:.ponsibility wi th 
a magical per':ipcclive on the world . 
• Th
" 
... , "1\ hlms Me NUr, ,, icuIl 0(1110' l ulkl/ of'h~ Wind (]9$4 1. (n,I/,' III Ih,' SkV (l9R6), M u 
\ 'el.-;III>,,)/ll TO/ ll ro (J 9!l-ti1. KII;r " Ddi! .... ry So-n'icd I989). Prillu-, ' .\1011(///01.0- (l'ir97), SI" f/l rd A'('''1f 
{20011 ilnd H mJ,'/. Th,· MOf'lll~ Co, l/'- (2004 ). 
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I\il.:i';, Od:','cn/ ~I·"<'i.y 1t'11~ Ih(' :'h.ry , .... f .J thi rk "n-Yf',lr-nl d w ileh n,lllwd Kik i, 
who as p.l r! oj her a ppren liee<;h ip has to leave home for a year ,Icmmpanicd 
,mly bv hef l'l lking h l.I~·k ,',I I. Sill' finds the harbuur luw n of KuriJ...u .Itld "l 
pl ,ICI..' lo s l.l\ 'lil he htllH" ,,\ tW(1 b.llcrs . 1{C',l lisin,.; Ih,l\ tlyin ,.; hef hro ... mslick 
is he r o nly Ill.ukelable skill. s he s tMts a del ivery -:c(\·i«(', Bul she is painfu lly 
~hy ,,( Iwl' ,-, 'Ill< 'mpor.lril'-;, fl..·d inr:. I ike a :-'txiat oulcast l'l'C,lUS<' .<: Ill' i .... 
diftt·rl..'nL In ,"11"\ esc.lb tint: .:r is is .,f ~')ll fidf' tH,(" Kiki 1,~'~ her 'lb i 1iI~' to fly, hLlt 
rcg<l in.<: il in time to ~,l\'e her tri{'nd Tombo who is trapped on a rLUM\WIY 
ai r.:;h ir . 1\ 11.1'11, Kiki w n h's In h.'r r.1 r('nts, G\11in~ Knrikn her home. 
flg rm " .11' 1111,/.;:: KI!.. I 1, '.1\ , '-'; i1l'r t";lmily .mJ lomnlll1l11y bt'h ind III Ki~ j'~ D.-lil'frlj<;,>" ·lfl ': 
Chill iru I ril\'...!lin~ .J~I !h.> "pinl l ram in S"m/rll Away 
~I'lfi"'d A ~rtly bl')~i n .. \\ It h ICIl-Yl'.lf-'lld Chihinl in a fi t "f Im~'I)' ,It Il '.1dllh 
~n~rythi nj: l...now n l~h:n,j . Her t.llnily is driving to th(' i r new hume w he n t'II 
r,'1/1f Ihey rOllle upon a deserte,: tCt\\ Jl . Her paren ts ~uJ.::de the buun ti fu l fuud , 
,mel C hlhiro \\ ,md erJ'. ,1\ \ ' ,l y ,m l"! filld~.1 gi.mt hilthh()ut-,· - o nl y 10 become 
trapped in the spiril world, while he:' parents a rc triln sfunned intu pIgS.~1 
Hunh'd d own by tIll' spirits beca\.lse she is a human, her only hl)p(' i~ 10 
.ll'proach ,I,.. wil ch YUbilbil wh,) runs ihe bathhouse, "nl! ckm,l1ld ,I jl)b. 
Yl.Ibab.,I,lIld s C hihi ru wit h allllll' \\'orsl tasks, including tendin g 10 the Slink 
Spiri t ,mel la minh L1 w ins,ltiably hungry spirit, 1\'0 Face. Fina lly, Chihiro i ~ 
,[J:.k ll) r,'sLue h"1" 1';l:'I~n t ::: .lOd I'S(,lr" th .. spirit r(~. llrn ,I s tronger ,Hld Illu r~ 
complete persun. 
•• \1 ,t' lll"rrhin~ " I <.. 11th l ~t..' .. 1'.11"<'11 I .. ' n l" 1" i!" d f.nl ~ ."1 ti lt' m y Ih"lnf.Y .m '\lnd 11"1111" Iny, 
k ... ·d , 11, .. :\1, ....... <.1 ill <..'1 1" l' t~ : :; .. md III P,Hh ."' ll.u <-.:hoel' Til,' OdV.s..·!I, m "h,(h O •. I\Io,,",'U'" Olt'll 
e.l1 Clr .. ·,, ':! mil~I" k lod .\I'd <lW tum.'d in to ri~ 
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articulating the inner live" and emotional journeys of his characters via 
fi'llltasy helps children in the audience to come to terms with the challenge" 
faced in their own journeys towards adulthood, 
Six out of nine of Miyazaki's films feature self-sufficient young girls in leading 
roles.'1 Here we shall focus on three films: My Neighbour Totoro (1988), Kiki's 
Dr/ivery Service (1989) and Spirited Away (2002). I have o;elected these as the 
girl protagonist" are most specifically the point of view ,haracters, and their 
rites of passage are particularly pronounced. On occasion, Di:;ney narratives 
- The Little Mermaid (1989: dir. Ron Clements and John Musker) and MIIlilll 
(1997: dir, Barry Coo~) - that are also about young girls' coming of age, 
provide useful counterpoint:; to Miya:.::aki's work. 
My Neighbour Totaro is set in the ordinary world, but a magical realm 
gradually impinges on the characters' quotidian existence. The film follows 
the journey ("If ten -year-old Satsuki, who moves to the countryside with her 
father and her younger sister .\1ei, to be near the hospital wnere her mother is 
convalescing. Mei strays into the undergrowth and comes across a faP-lily 01 
furry creatures, led by a huge one she names "Totom". Satsuki initially 
laughs at Mei's claims, and so when Totoro joins her and Mei at the bus stop, 
she is amazed to see him too. When their father is called to the hospital in an 
emergency and Met goes missing, Satsuki calls upon Totoro's help in finding 
her. In doing so, Satsuki at last manages to integrate adult responsibility with 
a magical perspective on the world. 
FiXure 35: SJtsuki Jnd Mei explore nature in My !v'dghbo .... r Totoro 
' J These six films arc i,,'allSlcad of the VaUtl! of the Wind (1934), Casll~ in th ~ Sky (1986), My 
Neighbn l.l f Totoro (1988), K!ki's Delivery Service (1989), I)'Pl~c'SS M()1!o1! okc (1997), Spirited Away 
(2002) "nd Howl: TI!~ A-!o(!11!g Castle (2004) . 
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Kib's DC/h'en) Scrl'ic(' lell:" the story of a thirh:en-YL'ar-old witch named Kiki, 
who ,1S pari of her apprenliceship has 10 leave hume for a year - accompanied 
only by lll'r talking black Cdt. She finds the harbom town of Koriko and a 
pLKe 10 SI,lY <1llhe home of two bakers, Realising Ih,11 flying her broot1lsbcJ... 
is l1L'f only rnar!-,L'i<lble skilL she starts a ~k1ivt'ry sen,' i, 'e. Ilut she is I''}infully 
shy of her conlemrofilfies, feeling like a social outcast because she is 
diffl'l"~'nL In 0n escillatillh crisb of confideJlce, l(i1,i losl's her ability to fly, but 
rq;,lills it in tilll" ill SdV(' Iwr tricnJ TOllllw who is tr;-lrpl'd on a TUllilWilY 
airship. At last, Kiki writes to her parents, calling "oriko her home. 
FiSltm; 36 {l/ld 37' ~iki l {,ilve~ her fJmily and LOmmumty l'chmd in I<iki '~ Dc/il 'rry Sl:n ' icc; 
011hi1'0 tr;\\,dhllM \'11 tht' ~pl1'it tl',lill 111 .'11'1111('11 AIl'Gt{ 
Spirited Away begins with ten-year-old Chihiro in a fit of misery at leaving 
everything knm>\' n behind. Her family i:o driving to their new home when I'll 
TOllie thl'y come upon a desertl'd town. Her parents guzzle the h(llmtiful food, 
and Chihiro ,vanders away and finds a giant bathhouse - only to become 
trapped in the spirit world, while her parents are transformed into pigs.~;' 
Iluntcd down by the spirits because she is a humi1n, her only hope is In 
approach the witch Yubaba who runs the bathhouse, and demand a job. 
Yubaba lands Chihiro with <111 the worst tasks, including tending to the Stink 
Spirit ;-Ind taming the insi1tiably hungry spirit, No Face. Finally, Chihiro is 
able to rescul' her parenls and {'seaIX' the spirit rCil1m a stronger and more 
complete person. 
'" Tht' Jllnrphl1lS ot l'!lihim's p.Hl'nts into pigs dr:lws on thl' mythology around t{'mptin~ 
food discus~t'd in Chapter 3, and in particular t'choes Tile Odyssey, in which Od\-%cus' men 
Cilt Circe'S magiC food dnd are turned into pigs_ 
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5.2 A Japanese Walt Disney? 
According to Margaret Talbot, Japanese anime fans "bristle" at the idea that 
animation is just for children ("The Animated Life" 4). To be sure, anime films 
cover genres from romance to comedy, tragedy to adventure, and also serious 
psychological drama. Susan Napier points out that animated works are a 
major part of the output of Japanese studios, and amount to about half the 
tickets sold for movies in Japan ("From Akira" 7).85 
Miyazaki's style of anime has become synonymous with that of Studio Ghibli, 
where he has worked since 1985.86 Napier points out that because Studio 
Ghibli is the most important animation studio in Japan, it occupies a position 
roughly equivalent to Disney ("Confronting Master Narratives" 471). 
However, Miyazaki has in the past dismissed the Disney product as 
"indecent" and "violent", and resents being described as the Walt Disney of 
Japan.87 Still, Napier proposes that while the agendas of the Ghibli and 
Disney studios may differ, they have many similarities: for one, both studios 
encompass a moral and ideological worldview that might be described as an 
"agenda", and both use tightly controlled narratives with upbeat encJ.ings, 
often involving children or teenagers as the central protagonists 
("Confronting Master Narratives" 471). Although Miyazaki's work has 
darker elements, Napier believes that much of his work can be seen to 
negotiate an essentially reassuring narrative structure, and that the messages 
that both Miyazaki and Disney impart can be described as humanistic, 
emphasiSing such values as loyalty, friendship, responsibility and initiative 
("Confronting Master Narratives" 471). 
85 According to Jiwon Ahn, in the year 2000, about 23% percent of the entire printed materials 
in Japan were cornics; more than 250 animation programs per week were aired on television, 
and an average of 1700 (short or feature length) animation films and about 2200 animated 
television programs were produced per year (3). This means that Japan's output that year 
comprised about 65% of the world production of animated programmes and films (Ahn 3). 
86 However, Patrick Drazen points out that it is both deceptive and unfair to speak of 
Miyazaki as the only creative force at Studio Ghibli (254). Other key directors at Ghibli 
include Isao Takahata (The Cat Returns, 2002) and Yoshifurni Kondo (Whisper of the Heart, 
1995). 
87 Despite Miyazaki's antipathy towards Disney, Buena Vista, the film division of Disney's 
empire, acquired rights to a number of his works in 1996 (Ritter 1). The contract stipulated 
that Disney could not change a frame. But there was no objection to dubbing into English, 
because of course all animation is dubbed into even its source language (Ebert 2). 
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Yet Christine J lof( Kraemer sugg{'sts that whereas Disney film:. lend to .) ffirm 
exic,ting cu ltural values, Miyazaki's "perform a complicated d<lnce between 
performing Jap<lI1f'S(' cu ltura l va lucs and dest.lbilising them" (n.p.), It sccm~ 
that this "amlplicated dance" is especially true of Miyazaki 's female 
characters, who regularl y transgress bounds of what is seen as tradi tionally 
Japanese,f~ 
According to Hoff Kraemer, despite the continuing rigidity of gender roles in 
Japan, nenrly tlll Miyazaki films feature strong. intelligent, independent 
heroines who "put sLJppof>edly ({'minist ch(Hacters t>uch as Disney's 
Pocahontas and Mulan to shame" (n.p.). Indeed, Dbney'::. Pocailolltlls (1995: 
dir. Mike G<lbriel tlnd Eric Goldberg), Beauty and the Bea~t (1991 : Cary 
Trousdale and Kirk Wise), rhe Little Ml'rmaid and Mulull uniformly imply thai 
the acquisition of a man i:;. crucial to the female pro!tlganists' sclf-rc.lli:'<ltion -
a lbeit that Pocahonta:. is in the end forced to separate from hers. However, 
Miyaza\"'i 's heroine~ in no Woly rClluirc boys in order 10 achieve scl fhood, anci 
far the mo!>! parllhere arc only hints at potent ial love intere~ t: fo r eX<lrnplc in 
Kiki's even tual friendshi p wilh Tombo, Even in l\'al/siena of ti,e Valley ofWi"d, 
where Ihe end in)? shows Ashel whirling Nauskaa in the ai r, there is no :.cnsc 
of this liaison haV ing been central to the film's trajectory, nor es .... cntial to 
:"-Jausicaa's development as leader of her people. 
Fi8'~r .... 3811!1d 39.' Arial .:m d Princl.' Eric in lllr LIttEr Mum,,,,I: 
Mulan aud Prince Li Shang iu Mul<lU 
"011<' d<,vMho n from jilp.ln",'o(' culh. re h Kiki's l"'iI\'iug home al the 'lSe of Ihirteen Thi .. 
wlluld b.? h igh ty unusual in japoln. where many young women Oil .l\·.., t.lg.'" ... tay a: h~'m~' far 
tOl1s<'r IhJn Ihd r wc~tC'nl (ountcrp.lrl ... (Kavanagh 1). So fhe dl"tincli{>n~ bt'twtc't'll Japan Jnd 
thc r~t (>f IhC' world <IrE- subtty undE-rmlll~xI through Kiki 's atypicat bt>havl\lur and unusual!) 
open c)(ptora tinn <:>f idl'ntit}' 
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Peter Ritter argues that Disney's milieu is the coming-of-age tale, "in which a 
child takes tentative first steps into the world of doubt and fear and 
responsibility": in this world there is "personified evil" to overcome, and the 
child must learn to "dissemble and conquer" (n.p.). However, Ritter sees 
childhood in the world of Disney as being" a sort of larval stage, where 
children are shorter, snider versions of their adult selves" (n.p.). This 
evaluation surely holds true of The Little Mermaid and Mulan, where the child 
characters are emotionally indistinguishable from adult characters. However, 
Disney's defence, these characters are ostensibly older than Miyazaki's shOjo 
protagonists, in being young women on the brink of marriage. Nonetheless, 
they are presented as dependents who still live at home, under parental law: 
thus their narratives, like those of Miyazaki's shOjo characters, revolve around 
their seeking of autonomy. In a sense, their rites of passage seem inevitable, 
and their transformations not as extreme as those of Miyazaki's shOjo 
characters. Arial of The Little Mermaid knows what she wants from the 
beginning, to enter the human world and meet her prince. Mulan is 
seemingly her own person from the start, and much of her battle seems to be 
in convincing others of her worth. There is simply not the same degree of 
"search within". 
Moreover, Ritter believes that Miyazaki goes further in capturing the spirit of 
childhood: 
Miyazaki evokes childhood's never-never land as it truly is ... 
wondrous, sometimes frightening, but never childish. Childhood is 
serious busi ess for children; that Miyazaki treats it as such makes his 
films resonate for both adults and young audiences. (n.p.) 
I see Disney, like Miyazaki, as being concerned with blending fantasy and 
psychological realism; yet in accomplishing this, Miyazaki's work does seem 
more evocative of the child's perspective. In My Neighbour Totoro we slip 
elegantly back and forth between the mundane and the imaginative, and 
crucially, the imaginative elements are rooted in a child's psychological 
reality. Right from the film's start, we accept that it is the girls' wariness of 
the dark, and of new places, that lets them believe that the house is haunted 
by dust-bunnies. 
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ligures 40 mid .J-1: The dust bunnies of My Neighbour '[ oturo (left) 
are echc>ed by the soot sprites in Spmted AalilY (right) 
Talbot sees My Neighbour Totoro as d "r.ldicdl film" in its melding of the 
gentle, magical environment with a subtle psychological treatment of the 
children's anxiety over their mother ("The Auteur of Anime" 68). When Mei 
learns thal her mother won't be coming home for a visit as planned, her grief 
takes the form of a howling tantrum, Talbot points out that by way of 
contrast, in Disney movies, children weep decorously or break into poignant 
song ("The Auteur of AniJ1lc" 68). She sees Miyazaki as a master at conveying 
emotions as a child would experience them: "obliquely, often physically, with 
a thread of magical thinking that promotes resilience" ("The Auteur of 
Anime" 68). 
It is Miyazaki's ability to evoke the emotions of the child in tangible terms, 
and his use of psychological reali m in conjunction with the fantastic, which 
this chapter aims to explore. For, as indicated above, in My Neighhour Totoro, 
Kiki's Delivery Seroice and Spirited Arvay, Miyazaki tells oj young girls who 
achieve self-realisation specifically through fantastical journeys that double as 
the psychological processes of growing up. 
5.3 Why girls? 
In "Spirited Away by Miyazaki's Fantasy", Mick Broderick points out that, in 
western cinema, the rite of passage is a subject more frequently represented as 
being a male domain, whereas Miyazaki chiefly traces the trajectory of girls 
from childhood to adulthood (2). In doing so, Miyazaki draws heavily on the 
notion of sliojo culture. According to Napier, the term sizi5j(l quite literally 
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means "little female" ("From Akira" 118). Whereas it originally referred to 
girls around the ages of twelve and thirteen, Napier indicates that the term 
has gradually taken on a new meaning: 
[The term] has become a shorthand for a certain kind of 
liminal identity between child and adult, characterised by a 
supposedly innocent eroticism based on sexual immaturity, a 
consumer culture of buying" cute" (kawaii) goods, and a 
wistful privileging of a past or free-floating form of nostalgia. 
(118) 
Tamae Prindle endorses this idea of a liminal identity - proposing that what 
fascinates the Japanese is that the shOjo "nestle in a shallow lacuna between 
adulthood and childhood, power and powerlessness, awareness and 
innocence as well as masculinity and femininity" (cited in Freiberg 1). 
Napier stresses that shOjo is an extremely elastic term and that it is ambiguous 
at which point on the continuum the shOjo ends and the more adult female 
begins: whereas Miyazaki's young girls are indubitably shOjo in terms ~ their 
age and general innocence, some of them are moving out of their liminal state 
toward a sense of identity as mature human beings ("From Akira" 119). 
Clearly Satsuki and Chihiro, both ten-years-old, occupy the more liminal 
zone, whereas Kiki at age thirteen is moving fast towards adulthood and 
finding her own vocation. However, Kiki, like Satsuki and Chihiro, is still 
within the state of transformation that is so fascinating about the shOjo 
character. Thus Miyazaki sets all three on fantastical journeys that articulate 
their internal changes. 
"Why Boys?" is Miyazaki's first reaction when asked why he principally uses 
girl characters, before going on to elaborate: 
The reason I present the hero as a girl is probably because 
society traditionally accords control to man, in Japan and in the 
rest of the world. We've reached a time when this male-
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oriented way of thinking is reaching a limit. The girl or woman 
has more flexibility. (cited in Brophy 1) 
In Thomas Lamarre's view, Miyazaki accords this flexibility to the fact that 
girl characters disrupt certain narrative conventions and expectations (350). 
Miyazaki sees action narratives as conventionally entailing a simple 
resolution, in which the defeat of the villain solves all problems; whereas with 
a girl as the lead, things do not close so totally: instead, one obstacle is 
overcome at a time, and the heroine continues on with that knowledge 
(Lamarre 350-1). 
Notably in My Neighbour Totoro and Kiki's Delivery Service there are simply no 
villains. Talbot argues that Miyazaki's malevolent characters prove capable 
of a kind of "shape-shifting", which allows them to reveal a different facet of 
themselves (67). This is certainly the case for the witch Yubaba in Spirited 
Away, who is revealed in the end to have a benevolent side. In Talbot's view, 
the absence of villains makes for a "refreshing absence of perfect and 
perfectly J*etty heroines, their lives arching toward romance" (67). Chihiro at 
the start of Spirited Away is a whining brat. And even when she starts to stand 
on her own feet she is periodically wracked with misery, as well as proving 
herself ingenious and brave. In creating what are essentially ordinary female 
characters, Miyazaki empowers girls in the audience, in allowing them to 
envisage themselves as resourceful and heroic. Maybe it's also reassuring 
that flawed girls can develop their own inner resources. In this sense 
Miyazaki does "make-over films" whereas Disney heroines are always 
already princess-heroines of some sort: they just need the narrative to 
showcase, reveal and reward their pre-existing virtues. 
Although Miyazaki's films are not populated with irredeemable villains, the 
heroines do face obstacles, which for the most part crop up in an episodic 
fashion. Chihiro is able to partly win over Yubaba before she carries on with 
the next phase in her quest, returning an item to Yubaba's twin sister and, in 
turn, pacifying her too. That successfully achieved, Chihiro has to answer a 
riddle, enabling her parents' re-conversion from pigs, and her own return to 
the world as she knows it. So the quest is constructed from distinct episodes 
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rather than by working as a grand trajectory centred on the defeat of an 
antagonist. Crucially, the metaphoric battles that precede closure are internal 
ones, rather than being directed at external antagonists. 
5.4 Realms of the fantastic 
Bruno Bettelheim in The Uses of Enchantment famously claims that in fairy 
tales, "internal processes are externalised and become comprehensible as 
represented by the figures of the story and its events" (25). Miyazaki is a 
modem creator of complex and intriguing animated tales that do precisely 
this - externalise the inner processes of their predominantly adolescent female 
protagonists. However, unlike fairy tales, Miyazaki's films do not always take 
their magical worlds for granted; instead his characters often occupy a space 
between the natural and the supernatural realms. In this sense, much of his 
work sits more comfortably within the fantasy genr  as defined by Tzvetan 
Todorov, who saw fantasy as describing worlds which differ from our own in 
ways that can neither be explained wholly as natural nor as supernatural (25). 
"Once we choose one genre or the other," says Todorov, "we leave the"" 
fantastic for a neighbouring genre, the uncanny or the marvellous" (25). 
Nonetheless, Miyazaki's fantasies do draw on the marvellous genre of 
fairy tale in many of their motifs, for instance in his setting of tasks that a 
character must complete. In this sense, Bettelheim's theories are valuable in 
considering the possible impact of Miyazaki's work on child audiences. 
Miyazaki treats the fantasy realm through different constructions across his 
oeuvre. In My Neighbour Totaro, the real and magical worlds are not discrete 
realms, but rather enjoy a large degree of interpenetration. In a scene 
reminiscent of Alice in Wonderland, Mei follows a White Rabbit-like Totoro 
creature, and falls down a hole between the camphor tree roots. However, 
although the viewer is pulled from the real world into a strange realm of 
forest creatures, the film never loses touch with the real. Rather than being 
confined to the space beyond the portal of the hole, Totoro repeatedly enters 
the prosaic realm - for instance making an appearance at the local bus stop. 
In hovering so elusively between the real and the marvellous, the story is a 
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classic fantasy narrative. For the audience remains uncertain as to whether 
the fantastic realm with which the children interact is imaginative or 
supernatural. 
What is clear is that the realm with which the children engage is closely 
associated with nature. The Totoros' hiding place is situated beneath the 
roots of a camphor tree, and their gift of seeds is the means for the magical 
growth of another giant tree. Interestingly, the camphor tree is also the site of 
a Shinto shrine - Shinto being Japan's indigenous, animist religion. However, 
McCarthy holds that My Neighbour Totoro's plot deliberately sidelines religion 
in favour of nature, arguing that because it is set in Japan, the trappings of 
religious tradition are clearly visible, but as far as the plot is concerned, 
they're decorative, not functional (122). However, I would contend that 
religion is not completely sidelined: for example, the girls' father takes them 
to pay respects to the shrine after Mei first sees the Totoro. Antonia Levi 
suggests that in My Neighbour Totoro, Miyazaki turns to Shinto as a starting 
point, with the children's discovery of the shrine beneath the camphor tree; 
but thattluring the course of the story, the tree goes far beyond Shinto 
animism - becoming the centre for a fantasy world in which the Totoros 
introduce the girls to "the world of nature and magic and hope" (40). 
Notably, the girls' mother is in hospital for a lengthy stay, and they enter the 
fantasy world as a space of comfort. This new space, then, is a direct outcome 
of their emotional crisis - and in this sense the fantastic is inextricably linked 
to Satsuki and Mei's states of mind. According to Napier, the idea that the 
fantastic allows even very young children to take care of themselves 
psychologically in times of disturbance is implicit in My Neighbour Totoro 
(From Akira 127). Furthermore, she maintains that whether the viewer 
believes in a natural or supernatural explanation, the characters' ability to 
connect with the Other - be it the unconscious or the supernatural- is clearly 
coded as a sign of inner strength and mental health (From Akira 127). Not 
unusually, this ability to connect with the Other is presented in My Neighbour 
Totoro as the exclusive preserve of children. 
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[n connecting with the Other, Satsuki and Mei switch seam[essly from" 
world of reality to one of fantasy. Mariano Prunes sees such f'ffortlt'ssness in 
crossing borders as the result of telling the story from the point of view of 
children (54). Certainly, focalisation is a strategy used extensively in order to 
channel the magical visions through the children's eyes, for instance when 
Mei sees the small Totoros for the first time. (See Clip 1. Chapter 5 on DVD.) 
She finds a bucket with its bottom missing, and lifting it to her eyes, spots an 
acorn trail that [('ads her on her way: in this way the broken bucket serves as a 
frame for her first magical encounter. 
Similarly, Satsuki's first meeting with the giant Totaro is portrayed through a 
sequence of specifically framed point of view shots. (See Clip 2, Chapter 5 on 
lJVLJ.) A section of umbrella that takes up half the screen partially blocks her 
view, and in turn ours, when suddenly beneath its rim appears a large cla\\'. 
We cut back to Satsuki's surprised face, then to her framed point of view, 
before cutting to an objective three-shot of Totoro, Satsuki and Mei. The 
whole subsequent sequence could then be construed a<; subjective precisely 
because we are led into it through focalisation - and so the ambiguity 
inlwff'nt in the tilnt<lsy gf'nre is ll1<lintained . 
lwur<" ·12. We finally cut l(l all ()bjcdi \fe thrc-e-shot of Tot()ro. Satwkl and Mei. 
The recurring d ream motif in My Neighbour Totoro reinforces the uncertainty 
as to how the s lory's events might be interprded . The first time Mci 
encounters the Totoro, she falls Hsleep on his furry ~tomilch, and w]wn she 
awakes, there is no sign of him - and no sign of the hole between the tree 
roots through which she fell. It is as if the fantasy realm has been wholly 
erased, and in her waking up there is the implicit suggestion that "it was all a 
dream" . Howfc' ver, she firmly believes her experience was reaL and when her 
father and Salsuki laugh at the story, she bursts into indignant tears. Her 
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father quickly insists that he believes her, without any discernible 
patronisation. Because of his serious attitude, and Satsuki's correspondent 
belief in her sister's story, we too are not able to dismiss Mei 's experience as 
mere dream - and so Lhe fantasy genre's signature ambivalence remains 
intact. Talbot argues that in fact the film is focused on "dignifying the girls' 
imaginations, honouring their ability to partake in a fantasy that is both 
comforting and fortifying" (" The Auteur of Animl''' 68). 
Fi:;;urc 43: Mei fa Iling asleep on the T otoro's fu rry stomach 
The dream analogy is again evoked when Satsuki and :v1ei are awoken by the 
Totoros dancing around the patch of earth where the girls planted seeds. The 
sisters join in the fertility rituaL and the seeds al once shoot up into an 
enormous camphor tree. Satsuki dnd Mei then fly through the night sky on 
the belly of the giant Totoro. Finally, an image of the girls with the Totoros 
up in the camphor tree fades to black - before fading up to the girls waking 
up on their futons. The juxtaposition of images implies the waking from a 
dream, and indeed they themselves cry, "It was a dream!" before noticing 
that their seeds have indeed sprouted, and delighting, "But it wasn't a 
dream!" Once again - in accordi1nce with Todorov's definition of fantasy -
our position and theirs as to the nature of the event is rendered i1mbivalent. 
Fi.";l,res 44 alld 45: S;.t suki taking part in a fertility rite; 
Salsukl and Ivlei in the camphor tree 
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Whereas My Neighbour Totaro takes place in an ordinary world that becomes 
infused with fantasy, Kiki's Delivery Service is set in a city that maintains a 
close relationship with the world as we know it - complete with telephones 
and motorcars - but which from the start has some singular differences. The 
unhesitant presentation of supernatural elements, for instance Kiki's being a 
flying witch, situates the film firmly within the genre of the marvellous, 
rather than that of the fantastic. 89 However, in The Art of Kiki's Delivery 
Service, Miyazaki points out that apart from their ability to fly, witches in 
Kiki's world are not much more talented than normal girls (1). Kiki's close 
alliance with normal adolescents is crucial to Miyazaki's premise - namely 
that teenagers need to discover their own talents. And Kiki's inner journey is 
at its core not unusual: like most adolescents her struggle is one to gain 
confidence and to achieve independence. 
McCarthy views the central thesis of Kiki' 5 Delivery Service as being that action 
and excitement are only one part of independent life, and points out that very 
few films for young people show that "sometimes things are just plain dull 
for everyone, even people with magical powers" (154). There is a pertinent 
scene in which Kiki is on duty in the empty bakery, waiting listlessly:!!>chin 
on hand. (See Clip 3, Chapter 5 on DVD.) Outside the shop, a glamorous 
fashion designer glides nonchalantly by, and Kiki sighs wistfully, longing for 
a life beyond the mundane. Kiki might have supernatural talents, but this 
does not save her from the boredom and angst of day-to-day existence. In 
this way, Miyazaki treats the marvellous not as a realm removed from real 
life, but as an element suffusing everyday existence. 
Perhaps of the three films under discussion, Spirited Away most patently 
fulfils the three conditions for fantasy as outlined by Todorov. His first 
requirement is that the text should oblige the reader to hesitate between a 
natural and a supernatural explanation of the events described (33). Second, 
the reader's experience is linked to that of the character, who should similarly 
experience this hesitation (33). Third, the reader should adopt a certain 
89 Jackson points out that in the genre of the marvellous, the character and the viewer are 
transported into an absolutely different, alternative world, a "secondary" universe, as Auden 
and Tolkien term it (cited in Jackson 42). This secondary duplicated cosmos is, according to 
Jackson, relatively autonomous, relating to the "real" only through metaphOrical reflection 
and never, or rarely, intruding into or interrogating it (42). 
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atti tude with rega rd II) Ihe text, re jectingaUegorical as well,)~ "poelic" 
interpretations (33), Notably, Todarov refers to " the reader", nol to the 
aud ience / spectator, assuming tha t fantastic narratives are literary , However, 
the n;;ura ti \'c theory ~)f the fantastic applie~ equa lly to cinem at ic texts, as 
demonstrated by James Donald , whl) in his introduction to Fmlla:"y alld tile 
Cillema presents Tod(\nw's theory in relati on to film (10-21) 
A close viewing of ,1 scene near the st.1ft of Spirited Away demonS1ri"l tes 
Chihirn'~ i"lmbivillence i"I ~ to the natun' of her pxperipncc. (See ('f ir' 4, Cha/ller S 
on DVO.) 11 ;lV ing left her parents :.;urging themselves on deUcacies, f; he gaze~ 
across at ;1I1 enormous b<lthhouse. Ghostly spirits begin to ma terialise around 
he r. and she cries out for her mother and father, before racin~ b<1ck to the 
port<tl to tllf' 11IItlhtn weo rld only to di scover an (Kean now blocks her way. 
When cl steambo<l t approaches, Chihiro cries: " It Gln 't be ... I' m dreami ng, 
dreaming! Wake up~ Wa ke up! Wake up~" Yet the ship continues to 
<lppr(lach. "Ir~ just a dream," she cries, " It's just a dream ... go ,nv.,y, 
disOl pJX.H ... disappear," She is shocked as her hands become transparent, and 
sOOn she herself begins to fade away. 
figure 46: Chil1iro 's transparent hands in Spirited Away 
Rosemary Jilckso n points out that an emphasis u pon in visibility poin ts to one 
of the central thematic concerns of the fantastic, namely problems of vision 
(45) . She believes that si nce we equate the "rea l" wi th the "visible", "the un-
real" becomes that \vhich is "i.n-visi ble" (45). Chihiro clea rly equates 
invisibility with unreality .1S she again cr ies, "I can see throu~h~ It's n dream, 
it's got to be." The ship lands, and when spirits in the form of floating 
p lay ing cards emerge, Ch ihiro er ie<; (lut and runs off. I.ater <;he j<; given a red 
pill to s wa llow to regain her opacity, and by the time she has 1051 her 
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transparency - and her corresponding sense of doubt - we are drawn entirely 
into the fantastical realm. By Todorov's definition, it is Chihiro's very 
hesitancy as she enters this realm, and our paraUel ambivalence as vie\\'ers, 
which helps to estab lish the story within the fantastic genre. 
5.5 Fanta sy motifs 
Besides invisibility, the fantasy genre incorporates a number of diverse 
themes. For one, Rosemary Jackson discusses "duplicity a nd multiplicity of 
selves" (45) . In Spirited Away, there is the use of the do)'pdgiinger motif in the 
witch Yubaba's twin sister Zeniba, opposite to her in temperament and 
representing her alter ego. 
Figures 47 and 48: The witch Yub~ba and her twin sister Zeniba in Spirited Away 
There is also duplicity in the initially gentle spirit creature called No Face,gO 
whom Chihiro lets enter the bathhouse, only to have him wreak havoc as he 
devours everything in his path. Yet, once out of the bathhouse, he is 
complacent again, as if his very entry into the spirits' sanctuary renders him 
duplicitous. 
l.inked to duplicity is another familiar fantasy device: that of metamorphosis 
or transformation, which Rosemary Jackson identifies as one of the "primary 
pleasures" of the fantasy mode - with its stress upon instabi lity of natural 
forms (81). In Spirited Away, Yubaba's oversized baby morphs into a mouse, 
and her bird familiar into a buzzing insect. There is also the transformation of 
..;, No Face's blank visage recalis a Noh mask from the Japanese theatre tradition. 
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Chihiro's parents into pigs - echoing that of Odysseus' men on Circe's island 
(Osmond 2). 
Drazen points out that in My Neighbour Totoro, the girls' names in themselves 
suggest a type of duality: "Satsuki" is the old Japanese name for the fifth 
month and "Mei" suggests the English month of May (264). Tellingly, 
Miyazaki's original story featured one little girl, not two (Drazen 264-5). In a 
sense, Mei represents the older Satsuki's longing to cling to childhood. When 
the two girls enter the hospital and greet their mother, Mei flings herself 
impulsively into her arms; whereas Satsuki hangs back, less spontaneous, but 
clearly longing to be so. Her little sister represents that from which Satsuki is 
moving away. 
Similarly, the title of Spirited Away in Japanese - Sen to Chihiro no Kamikakushi 
- is a pun that points to a duality: for "Sen" is another way of pronouncing 
the first character in the name "Chihiro" (Drazen 276). When the witch 
Yubaba takes Chihiro into her employ, she takes away the name Chihiro. 
This is visually shown by making the letters of the name vanish, leaving 
.. 
behind only the one pronounced as Sen. Yubaba then declares Sen to be 
Chihiro's new name. In The Purpose of the Film, Miyazaki claims that the act of 
depriving someone of their name is not just changing how one person calls 
the other, but is rather a way to rule the other person completely (1). It is 
through her resistance to being ruled that Chihiro manages to grow into a 
fuller person - signified by her regaining her full name at the film's end. 
Rachel Manija Brown points out that Chihiro's name change gives a nod to 
every name-magic fantasy from Rumplestiltskin to A Wizard of Earthsea: she 
can't leave until she gets her real name back (2). In that Chihiro needs to 
regain her name to return to her life, her name is inextricably linked to her 
identity. It is this identity search on the part of adolescent girls that Miyazaki 
is particularly interested in exploring through fantasy. 
Miyazaki has indeed referred to the importance of fantasy in his work, but 
also points to the problematic aspects of the term as he understands it: 
We shouldn't stick too close to everyday reality but give room to 
the reality of the heart, of the mind and of the imagination. 
159 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
Those things can help us in life. But we have to be cautious in 
using this word fantasy. In Japan, the word fantasy these days 
is applied to everything from TV shows to video games, like 
virtual reality. But virtual reality is a denial of reality. (cited in 
Mes4) 
Miyazaki, thus, sees fantasy as being inextricably linked to emotional realism. 
His point is that an unrelenting focus on creating an illusion of reality is likely 
to detract from core emotional truth. 
One could argue that Miyazaki disguises actuality to some extent, in order 
that his stories may be open to personal imaginative interpretation. At the 
same time, it is Miyazaki's refusal to deny reality, and his careful balance 
between real and imagined worlds, which so strongly situates much of his 
work within the fantasy genre. For as Rosemary Jackson puts it, "the fantastic 
exists in the hinterland between 'real' and 'imaginary', shifting the relations 
between them through its indeterminacy" (35). Chihiro's experience, for one, 
is utterly indeterminable: the world she enters is manifested through a high 
level of realistic detail, yet the viewer is never granted surety as to wliether it 
should be understood as dream or reality - and therein lies the fantastic. 
It seems that because the fantastic exists in a locus between the real and the 
imaginary, it is a genre that is specifically suited to conveying the inner 
journeys of Miyazaki's shOjo characters. In its partial removal from quotidian 
reality, fantasy is able to access inner processes and to express the 
inexpressible. Yet at the same time, the fantastical genre, in its distance from 
the unambiguously marvellous, retains a relationship with the real and the 
capacity to convey psychological truths. In engaging with fantasy to express 
psychological truth, Miyazaki creates worlds that are physical manifestations 
designed to reflect and address the protagonists' eminently real inner needs, 
challenges and emotional states. 
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5.6 Purpose-built worlds 
Accord i n~ 10 !'\npicr, Miyilzil ki 's he ro ines arc the conduits through which 
Miyazaki's magka! alterna!i\'(' rea lities arc mediated . She describes the ~irl s 
as "idea li sed g uid es hdping the ,-iewcr unden-Ia nd and imaginatively 
participale in Miyazaki"s di stinctive and defamiliarising vision of the rcal" 
("From Akira" 124). Whi le I do not disagree with Napier's ana lYSiS, it (mild 
be conve rsely argued tha t Mi yazaki 's "d damiliariscd visions of the reat" are 
purposefully conslructed to render cinematic the characters' inner jou rneys. 
and all ow the viewer to p.Hlidpate imaginatively in their rites of passage . 
In each of MiydZ<lki's fi lms this process of transformation is directly linked to 
his partic'uiar choice of imagi ned v·wrld. [n Kiki 's Delivery Servia, the 
unknown city of Koriko provides a metaphorical setting for Kiki 's co ming of 
age. The city presents a series of ordeals: Kiki has to li \'e \vith s tritngprs, find 
her way arou nd, and engage with more assertive teenagers as well as with a 
boy who has.) crush on he r. And for the Hrst time she needs to fend fo r 
hersel f financially. Theselting may be an imagined city and Kiki it witch with 
lhe power of flight, yet with in lhi~ fantastic.."11 realm Miyazaki ('xplorc5 
eminently rea l obst,ldes and e lllotions. It seems, in fact, that the ci ty of 
Koriko, with all the new experiences it offers, stands for the uncha rted te rrai n 
o f the teenage years . 
FIXIIn'~ 49 (wd 50: Kiki charting the unknown city of Konko, 
and dealing \\'ith mol"\.' assertl\'C" teenagers i" Krkl '~ Drli~'('ry 5forvlCl;'. 
In the opening scene of Spirited Away. Chihiro complains about moving 
towns, and also th'l t tit" only bouqut't of flowers she has t'vt;' r bt.>('n g iven is 
wilting. When her mother poin ts ou t thilt her fa ther gil\'e her a rose for her 
161 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
birthday, Chihiro whines that that was a single flower - not a bouquet. The 
bathhouse then becomes an apt site of transformation, in which she is able 
both to overcome her dread of moving and also to face onerous tasks that 
help her to grow beyond her spoiled-brat status. 
In order to provide cinematic equivalents for stages of his characters' inner 
transformations, Miyazaki employs visual elements of colour, space and 
movement in the construction of his worlds. McCarthy points out that the 
colour palette of Kiki's Delivery Service is predominantly "summery", and that 
when darker tones creep in, they fulfil a very specific story function, 
darkening the mood to one of foreboding (156). She cites the velvet blue of 
the night sky for Kiki's departure, the ominous depth of the pine forest 
around Ursula's cabin, and the rain-slashed skies of Kiki's worst flights -
which "offer either a delicious foreboding of the unknown or the awful 
anticipation of fear and failure" (156-7). In a similar sense, the fiery sunset 
colours at the climax of My Neighbour Totoro, when Satsuki goes searching for 
her missing sister, not only indicate that night is falling and danger 
increasing, but also reflect Satsuki's enflamed and tumultuous state of mind 
at this point of her inner journey. The growing shadows on the gro~ 
further strengthen our sense of Satsuki's foreboding. (See Clip 5, Chapter 5 on 
DVD.) 
Space is similarly used to signify changes in emotional growth: for instance, 
there is a metaphoric contrast between Kiki's home village and the city of 
Koriko. McCarthy points out that as Kiki's world widens with her new 
experiences, so her new surroundings offer more challenges and potential 
than the peaceful country home she left behind (157). Similarly, the spatial 
layout of the bathhouse in Spirited Away reflects the convoluted state of 
Chihiro's mind. There are a multitude of levels, long passages, and endless 
twists and turns; and when Chihiro is in the depths of despair, it is to the 
crowded basement furnace that she has to descend. 
It is useful to compare Miyazaki's use of other worlds with the duality of 
realms in The Little Mermaid. According to Laura Sells, Disney's film 
establishes the world on land and the world under the sea as two contrasting 
spaces, wherein the world of the land is factual and the one of the sea fictive 
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(177). Unusually perhaps, the protagonist Arial comes from the fictive world, 
and longs to enter the "real" realm, which could be read as standing for 
adulthood. Yet, the film begins with a scene of sailors dancing on a ship: and 
so the upper world is established as our prior reference point in terms of 
"reality". Sells sees the two-world motif as creating permeable yet dangerous 
borders, as furthering the plot, and as establishing a hierarchy of desires (178). 
The dualistic, hierarchical construction of worlds in The Little Mermaid 
highlights the fact that there are no such distinct, contradictory realms in 
Miyazaki's work - that is, in terms of two spaces geographically as well as 
metaphysically separated, with a permeable border that can be traversed at 
will. In My Neighbour Totoro there is inter-penetration between the magical 
and prosaic worlds. In Kiki's Delivery Service, the world as we know it 
includes within its bounds elements that are marvellous. We are introduced 
at the start to a family of witches, who live alongside ordinary neighbours. 
Kiki does traverse space in that she travels to Koriko, but the city, like her 
hometown, is not a flagrantly magical realm, but is in keeping with the film's 
internal ~gic. Witches, although unusual, are accepted as members of 
society, who are expected to pay traffic fines should their broomsticks disrupt 
the traffic. 
Spirited Away, in its use of parallel realms, comes closest to the dualistic 
construction of The Little Mermaid. Chihiro leaves the ordinary world behind 
when she enters through the tunnel into an otherworldly realm. She only 
returns to her own world at the film's conclusion. Yet the spirit world is not 
purposefully sought out, but merely stumbled upon: Chihiro is literally 
"spirited away", as it were, to find herself at a remove from the "real" world, 
though little geographical space has been traversed. 
So, in Spirited Away there is a dualism between the real and spirit realms, but 
the borders are not permeable at will. In My Neighbour Totoro a magical realm 
exists within the recognisable world. Kiki's Delivery Service establishes an 
internally coherent world with marvellous elements. In all three cases there is 
a meeting between the I\lundane and the magical: Miyazaki draws on highly 
realistic elements to establish internally coherent worlds that reflect in their 
construction the characters' rites of passage. 
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5.7 Realism in the service of fantasy 
In creating worlds that speak authentically to our experience, Miyazaki roots 
his films firmly in the aesthetically real. Talbot sees Miyazaki as making "the 
details of the world he creates concrete and coherent, so that we might better 
suspend our disbelief for the big leaps of fantasy" (69). According to Prunes, 
Miyazaki constructs worlds where both real and unreal events are likely to 
take place: "Every detail is so lovingly rendered, so seductive in what one 
could call historical plausibility, so as to make us accept any incursions into 
the supernatural as a logical consequence of the environment" (48). 
There is an intriguing scene in the documentary on the Spirited Away DVD, 
showing Miyazaki's young colleagues visiting a vet's practice. (See Clip 6, 
Chapter 5 on DVD.) In order accurately to animate the way in which the 
dragon character drools, the animators record the way the saliva spills over a 
dog's canines. This level of observation goes towards creating a magical 
world that is exceptionally convincing. Conceivably, realistic aesthetic detail 
heightens the fantasy, and makes tangibly concrete Miyazaki's im.lgined 
worlds. As Mark Schilling puts it, Miyazaki's style combines free-form 
fantasy with a meticulously observed reality: "His animals talk and his 
children fly, but they perform these miracles in a world where windows stick 
and the heroine catches cold in the rain" ("Majo delivers" 1). 
Moreover, the visceral, experiential feel of Miyazaki's films heightens the 
viewer's identification with the setting and its events. Miyazaki situates us 
right inside the protagonists' experiences, thereby locating the viewer deeply 
within the fantasy worlds and aligning us with the characters' journeys. For 
instance, we share with Chihiro the vertiginous sensation as she climbs down 
the outside of the bathhouse, and plunges down the precipitous steps. (See 
Clip 7, Chapter 5 on DVD.) We panic with her, feeling that we are really there. 
ParadOXically, the bathhouse is so convoluted and architecturally improbable 
that it simply could never have been constructed as a set and have still 
retained its unearthly quality. Anime as a medium allows for experiential, 
rather than actual, realism. 
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Fig/Iff 51: Visceral vertigo a~ Chihiro makes he r wily 
down the out~ide of the bathhO\l<;(, in Spllitl'd Away 
i'.'1iyazaki not only creates realism through careful detailing, and character 
identification through \'isceral experience, but he also rigorously explores 
('motional truth - especi<llly around the process of growing up. Using rather 
loaded terms, rvliyazaki insists that although the world of Spirited Away was a 
fabrication, he "didn't lie". "The worst movies," he daims, "a rc those that lie 
to you while pretending to show you real life. Kids know that is a lie. I'm 
dealing with real issues" (cited in Adilman 1). 
Howe\'('r, Donald Richie contends that there is absolutely nothing real in 
,mime, and argues that in this way, Japanese mlime could be seen as the 
"quintesscnti,ll J!lp,mesc product": 
Animated cartoons are pure presentation, nothing actual or 
real is a\lowed near them .. Perhaps that is th e reason IlItime 
arc so fast. and so viol(~nt, thdt they ha\'e to make themselves 
apprehendable through splash alone. (cited Ln Ruh 1). 
Surh an outright dismissal of ,mime is dearly misplaced. Whereas some 
anime may well refled Richi",' ,'; description, tlwre is a wide range of genres 
presented in anime - including realistic psychological drama. Although 
Miyazaki, for one, works within science fiction and fantasy genres, his stories 
are firmly rooled in psychological realism. I would go so far ,IS to suggest thJ.t 
it is the very fa ntasy of the setti ngs that throws Miyazak i's characters· 
emotions into sharp relief. For the stakes are upped through the sheer 
intensity of situations that the fantastical settings prm'ide, while there is no 
interference with the core emotional truth of his protagonists' inner journeys. 
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5.8 Inner journeys 
Every one of Miyazaki's narratives - from the epic spectacle of Nausicaii of the 
Valley of the Wind to the deceptively simple My Neighbour Totoro - involves an 
emotional voyage, and certainly much of the literature on Miyazaki evokes 
the journey motif. Broderick claims that Miyazaki's fantastical journeys 
"simultaneously illustrate an internal, emotional voyage as much as the 
external exploration depicts familiar and alien terrains" (2), while Elizabeth 
Vincentelli describes Miyazaki as a "humanist concerned with rites of passage 
and periods of transition" (cited in McCarthy 154). 
These rites of passage involve what Bettelheim refers to as "achieving 
integration", which he defines as "the symbolic struggle of personality 
integration against chaotic disintegration" (76). Bettelheim believes that in 
order to cope, "one must develop one's inner resources, so that one's 
emotions, imagination and intellect mutually support and enrich one 
another" (4). Bettelheim also asserts that a child can only find selfhood by 
"going out into the world" (11), which is precisely what each of Miyazaki's 
heroines do. Satsuki's achievement of integration involves her learnirt to 
cope with her mother's illness - a process made possible through her 
interaction with the Totoro, in whom she and her younger sister seek solace. 
Kiki's emergence as a self-sufficient young woman is described through her 
witch's internship in a new city. Chihiro achieves integration by working in a 
bathhouse in the spirit realm, so moving beyond the self-pity she felt back in 
her own world. Each of these transformative journeys externalises at every 
tum the inner processes that the characters need to undergo. 
Significantly, My Neighbour Totoro, Kiki's Delivery Service and Spirited Away all 
involve a move to a new home, which represents internal changes that need 
to take place within the protagonist. Their transformations are also 
precipitated by separation from family. Napier points out that My Neighbour 
Totoro's plot begins with a move from city to countrydue to the illness of the 
family's mother, while Kiki's narrative begins with her leaving home to spend 
a year in a strange city (127). Similarly, in Spirited Away, Chihiro loses her 
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parents, albeit temporarily, in that they are trill1sformed into pigs. This loss of 
family security is central to the characters' juurneys to self-integration. 
[n many fairy tales, according to Bette1heim, being pushed out of the home 
stands for having to become oneself: 
Self-realisation requires leaving the orbit of the home, an 
excrucioting ly painful experience fraught with many 
psychological dangers. This de\'elopmental process is 
inescapable; the pain of it is symbolised by the children·s 
unhappiness ilbout bejn~ forced to l('ilve home. (79) 
McCarthy bel ieves Satsuki knows that she must soon leave chi ldhood behind, 
and is not entirely prepared to do so (124) . Iler dramatic question is whether 
or not she \'-/i1l be ab le to balance the magic and innocence of childhood with 
the rE>sponsibilities of gnw"ing up. Occasiona lly we see the shyness she 
experiences with eiJTly ildo1esccncf': for instanc(', she hf'sitates beforE> 
accepting a ride through the sky from Totaro. Yet by the film's end, her 
interaction with the affirming force of Tatom has bolstered her to accept the 
responsibilities that come with growing up - while not denying her child-like 
side. Her unhesitant journey on the cat bus towards the film's end to find her 
baby sister shows that Satsuki has at last managed to integrate responsibility 
with a magical experiE>nce of the world. 
Figure 52: Satsuki's unhesitant ride un the cal bus in Mu 'leighbollr Totaro 
Kiki is just thirteen when she leave~ home to embark on her witch's 
apprenticeship. She soon finds that her confidence is not as solid as she had 
beli('vcd. Her dramatic question is whether shE> will bE> ablE> to regain hE>r sf>lf-
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assurance, and to gain a degree of autonomy. Miyazaki wrote the following in 
his foreword to The Art of Kiki' s Delivery Service: 
In an era when leaving the security of one's home is no longer 
anything special, and living among strangers means nothing 
more than going to a convenience store for anything you need, 
it might be more difficult than ever to achieve a real sense of 
independence since you must go through the process of 
discovering your own talents and expressing yourself. (n.p.) 
Indeed, like most teenagers, Kiki's struggle is one to gain confidence and 
achieve independence. The magical journey is a vehicle for telling of very real 
teenage angst. 
Schilling, writing in The Japan Times, points out that Miyazaki explores states 
usually considered the province of "live" movies: for instance, besides 
showing courage and spunk - "standard stuff for a cartoon heroine" - Kiki 
experiences boredom, depression and embarrassment ("Majo delivers" 1). In 
Contemporary Japanese Film, Schilling discusses the scene in which, after 
.. 
spending her first night at the home of the baker and his wife, Kiki wakes up, 
and still in her nightgown, steps outside to run to the outhouse 
("Contemporary Japanese Film" 252). (See Clip 8, Chapter 5 on DVD.) A few 
moments later, she peeps out and sees the baker stretching his muscles in the 
courtyard. The moment he is out of sight, Kiki scampers up the steps, dives 
into her room and shuts the door, breathing hard. Schilling points out that 
the scene does nothing to advance the plot and the humour is not immense, 
but that it eloquently expresses Kiki's youth, vulnerability and isolation: "For 
one clear moment, we see into the heart of an adolescent girl" 
("Contemporary Japanese Film" 252). A Disney film would surely have 
dismissed the scene out of hand for not carrying the narrative forward. 
Mulan or The Little Mermaid barely contain a moment of lull: granted, there are 
moments when the narratives themselves grind to a halt in the song 
sequences, yet these are nevertheless a hurly burly of activity. But the space 
is granted in Kiki's Delivery Service simply to explore the awkwardness of 
staying in a strange place, and the adolescent's fear of the body. 
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\1iyazaki externali ::;es Kiki 's elllotio n" ill less li ter,ll way s ton. For in:, tance, 
when she has a crisis of confidence, she loses her ability to fly - and her 
clu msy b0tched attempts at taking off from the g ro und cinematically 
demonstrate her loss o£ confidence. (See Clip 9, Chapter S on DVD.) Through 
Kiki'::; relationship to flight, Miyazaki externali<;es her interna l proces::;, with 
fl ying becomi ng a visual metaphor for self-realisation. Her gift signifie<> her 
burgeoning life force - it gift she loses sight of temporarily in the throes of 
il do1cscent self-doubt. "1 used to be able to fly \'\'ithout even thinking about 
it, " Kiki s ay~. "Now I'm trying to lCXJk inside my:,elf to find o ut how I did it." 
Ultimate ly, Kiki discovers her own t<tlents - regains her ability to fly - <tnd 
achieves autonomy. 
F1s ure 53 .' Burgeoning tife force - Kiki in fli g ht in K,ki'~ IJdil'rfY Sen';,,'; 
i i;.; w 'c ',"J: (,il Il1J11;';: (<Jtlragf - Si1t ~Ukl ,md Mel 10 My Nl'Ighl'{1II1' To flll' l) 
] igurc Sf; 1 {~'g;J\n i ng Jlkn tlty - Crn hH('I wltll H,l ku 11l 51'1111.'11 Army 
Although neither Satsuki nor Chihiro have the ability to fly on their own, 
hoth cmhmk on flights thilt provide key moments of ch ,m£c on their inner 
iourney~. For Sal'luk:', fl ying with Totnro prnvid('s ,1 nen'ssn ry riiv('Tsion from 
her anxiety about her ill mother, and gives her the co urage to go on. And for 
Chihiro, it is in fl ight with the spirit Haku that she remember~ her name, 
regains her sense of identity and ad\lews sclf-illtegra ti oll. Miyazdki's 
pench<lnt for fl ying may <lctuaJly have <l directly bcneficinl effect 011 child 
<ludie nc('<;. BeUelheim be li eve" tha t by identifyi ng with th e fairy tal e hero, 
who has a body th<l! ('1m pprform mir<lCl! lnus depds, ",my chi ld ca n 
compellSilte in iantil '>Y and througn identification for all tho..' inadequacies, real 
and irna~ined, of his own body" (57) , Certainly identification \vith 
Miyaza ki 's heroines could be empowering for any child viewer on a number 
of level::;: for wherea,> each of his siI6,io characters begin:>: her journey destitute 
,md afraid, they all fi nd their inner s trength - their ability to fly, as if were -
through hardship and st ruggle . 
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Spirited Away, like Kiki's Delivery Service, SIeIeS its protagonist hewing to dleal 
with a move to a nev-,' town and \vith losing all that is familiar. Unlike the 
enthusiastic Kiki, Chihiro is terrified about being uprooted . Her move on a 
figurative level implies the need to move away from childhood - into the first 
stages of independence. As mentioned, Bettelheim asserts that in a fairy tale, 
internal processes are externalised in terms of the figures of the story (25). 
Certainly the figures Chihiro encounters force her to face her I\'eaknesses, 
which have to do with her self-centrednleSS and materialism. Appropriately 
then, in the bathhouse, she encounters a number of figures that represent 
conspicuous consumption. There is the Stink Spirit, who in a cleansing 
catharsis vomits forth piles of redundant goods. And there is the spirit No 
Face, who proffering unlimited gold coins, devours everybody in his path. 
Chihiro is tasked w ith pacifying both figures, and her diffusion of each crisis 
stands for her dealing with her own issues. The only reason that Chihiro 
avoids being eaten is that she does not take the gold that No Face offers as 
bait: her wry shunning of consumption is her saving grace. Chihiro is also 
required to rescue her parents who are trap ed in the spirit realm as pigs, due 
to their own gluttonous consumption of food. Perhaps Chihiro's l)Wn desire 
for more flowers in the film's exposition is a warning sign that she too is 
headed along this path - unless she outgrows her acquisitiveness and learns 
the value of the non-material. 
Figures 56 and 57: Chihiro as whining brat a t the start of Spirited Away, 
and dealing with No Face, shunning con<;u mption 
According to Bettelheim, the process of self-realisation involves psychological 
risks, which as always in fairy tales, "are represented by the dangers the hero 
encounters on his travels" (79) . Initiallv Chihiro seems to succumb to the 
dangers, shlmbling through the new world . She hurtles down precipilous 
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stairs and is magically yanked across hallways. Anthony Osmond suggests 
that her switch to active protagonist is signalled when "she finally hitches up 
her worker's uniform, runs along a treacherous metal pipe that nearly drops 
her to her doom, then climbs the bathhouse to the top" (2). From this point 
on, the overriding onus on Chihiro is to work and so prove herself. 
Indeed, for Miyazaki, the coming-of-age is inextricably linked to the 
completion of tasks, which Bettelheim identifies as the cornerstone of many 
fairy tales (77, 110). Sometimes the missions Miyazaki creates involve magical 
abilities such as flying, as in Kiki' s Delivery Service. However, the characters in 
My Neighbour Totoro and Spirited Away are more ordinary girls, without 
special gifts. In fact, Miyazaki claims that for Spirited Away, in particular, he 
modified his approach: 
Until now, I made "I wish there were such a person" leading 
characters. This time, however, I created a heroine who is an 
ordinary girl, someone with whom the audience can 
sympathise, someone about whom one can say, "Yes, it's like 
"'that". It's very important to make it plain and unexaggerated. 
(cited in Broderick 2) 
In making Spirited Away, Miyazaki was concerned that his character's tasks 
were not out of imaginable reach for his target audience. He explains that 
every time he wrote or drew something concerning Chihiro or her actions, he 
asked himself whether his friend's ten-year-old daughter or her friends would 
be capable of doing it, treating that as the criterion for every task, "for it's 
through surmounting these challenges that this little girl becomes a capable 
person" (cited in Mes 2). 
Prunes believes that because Miyazaki's children are conceived as fully-
fledged characters, they allow for universal audience identification, as well as 
for unquestioned access into the fantastic (54). Certainly, it seems that 
Miyazaki is crucially concerned with the identification of real children with 
his characters, and with empowering his viewers to become competent 
members of the world. Thus Miyazaki creates outer voyages that entertain 
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his child viewers while, at the same time, reflecting inner journeys with which 
they can unconsciously identify. 
5.9 Conclusion 
In undermining genre expectations, Miyazaki's shOjo characters offer narrative 
flexibility, allowing for stories of inner struggle rather than of combat with 
external opponents. The anime medium frees Miyazaki from the shackles of 
consensus reality, enabling him to create fantastical realms that would not be 
possible within the parameters of live-action filmmaking. Yet, Miyazaki 
draws on realism, both aesthetic and psychological, in order to draw his 
viewers into these worlds, which offer an internal logic: a kind of meta-
reality. Moreover, these imagined realms - metaphors for the uncharted 
terrain of growing up - are constructed so as to throw his characters' needs 
and fears into sharp relief, helping to externalise their coming-of-age 
processes. 
Bettelheim argues that fairy tales promise a good life, despite adversity"'-- "but 
only if one does not shy away from the hazardous struggles without which 
one can never achieve true identity" (24). Certainly Miyazaki's narratives, in 
drawing on fairy tale motifs, present their shOjo characters with obstacles and 
tasks that allow them to grow and develop, and which have a resonance, in 
their core truth, for child audiences everywhere. And during their journeys, 
Miyazaki's characters encounter figures that stand for weaknesses they need 
to face to achieve self-integration. 
Because Miyazaki's films are, despite their flights of fancy, rooted firmly in 
reality, they can have an impact on spectators that is eminently "real", as they 
relate his stories to "real" personal and social problems. Satsuki, Kiki and 
Chihiro all embark on journeys and face problems with which the child 
viewer can vicariously identify, and in so doing gain the inspiration and 
courage to overcome the challenges of their own lives. 
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5.10 Implications for Zinzi and the Boondogle 
My Neighbour Totoro, Kiki's Delivery Service and Spirited Away encompass a 
number of themes and issues relevant to the project Zinzi and the Boondogle. 
Most obviously, Zinzi at age twelve is adolescent like Miyazaki's shDjo 
characters, and so Miyazaki's voyages of discovery provide some useful 
insights into the inner journey that Zinzi undergoes. 
5.10.1 On the cusp 
Zinzi and the Boondogle uses the classic fairy tale device of the parent dying at 
the story's outset. This motif appears not only in traditional western tales 
such as Cinderella and Snow White, but in African tales such as The Magic Fish 
Bones, a Xhosa tale about a young girl called Nondwe, who loses her mother 
and has to deal with a step mother (Savory 46).91 Bettelheim writes that the 
fairy tale "confronts the child squarely with the basic human predicaments", 
and poilits out how many of these tales begin with the death of a parent, 
which "creates the most agonising problems, as it (or the fear of it) does in 
real life" (8). 
Notably, Miyazaki's characters are orphaned in Laputa: Castle in the Sky and 
Nausicaii: Valley of the Wind. In the shDjo films I discuss, the parents do not die, 
but are nevertheless absent. The girls are left with a large degree of 
responsibility, which both hastens the onset of and raises the stakes for their 
self-realisation processes. In South Africa, with the prominence of HIV / Aids 
and the increasing numbers of child-headed households, the death of the 
parent has pertinent implications, and sets Zinzi and the Boondogle within the 
social reality. Yet, at the same time, the death of the parent is a motif firmly 
rooted within the fantasy tradition - signifying the moment at which a child 
embarks on a journey of self-realisation. 
91 Sigrid Schmidt relates two tales from the Nama people of Namibia, in both of which a pair 
of children are orphaned (111-4). The Singing Bone, Schmidt writes, comes from the European 
oral tradition, while The Faithless Sister has its roots from oral European, American and Indian 
traditions (173-4). The influence presumably stems from German colonial occupation, but 
both stories have African traditions overlaid onto the original narratives. The point is that the 
motif of the orphaned child or children is seemingly universal. 
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Given that Zinzi has no parents and no financial resources, her situation is 
direr than that of Satsuki in My Neighbour Totoro, who has to take care of her 
younger sister while her mother is in the hospital. But degree of hardship 
aside, both Zinzi and Satsuki suffer internal conflicts that result from taking 
on responsibilities beyond their years. There is a correlation between 
Satsuki's hanging back while little Mei hugs their mother at the hospital, and 
Zinzi's reticence to embrace her mother on New Year's Eve, when all her 
other siblings are happily doing so. Zinzi, like Satsuki, is prematurely 
balanced on the cusp of womanhood, and so too shuns the impulse towards 
spontaneity and hides her need to be nurtured - however much she may 
crave it. 
In a similar vein, Satsuki pauses before accepting Totoro's unspoken 
invitation to climb on his belly for a flight in the sky. Likewise, Zinzi should 
be bewildered by the magical elements that enter into her life. She greets the 
Boondogle's first arrival with incredulity - her burgeoning adult mind hardly 
accepting what her child eyes know to be true. This contrasts with her four-
year-old sister Leila, who unquestioningly accepts winking lessons from the 
two-headed dog, just as little Mei needs no encouragement to climb «lto 
Totoro's belly. Furthermore, Zinzi's moment of adolescent hesitation is 
crucial in situating the film more firmly within the fantasy genre, and 
allowing for both literal and figurative readings of the Boondogle himself. 
Just as Satsuki is ultimately able to balance adult responsibility with a 
childlike, imaginative experience of the world, so too is it vital that Zinzi does 
not lose the child's magical perspective. Zinzi does in the end manage to keep 
her family intact, but it is integral to the film's message that she is also able to 
find joy in her life: for this reason she is depicted raucously celebrating with 
her siblings during the film's denouement. 
5.10.2 Fantasy devices 
In Spirited Away, Chihiro is stuck in the spirit realm until she can remember 
her name and answer a riddle. The attempt to recall a name echoes the 
woodcutter's daughter having to discover Rumpelstiltskin's name in order to 
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save her baby. Zinzi and the Boondogle adapts the challenge, in that Zinzi and 
her siblings have to find the place where their baby sister is hidden. As 
discussed, the solving of a name or riddle is a classic fantasy motif, and in 
fact, Miyazaki utilises the name search as a structuring device throughout 
Spirited Away, with Chihiro's quest standing for her identity search. 
Moreover, the bizarre riddle that Chihiro answers in order to rescue her 
parents, shows her eventual ability to engage with the spirit realm on its own 
magical terms. The implication is similar where Zinzi eventually addresses 
the Boondogle in rhyme: through engagement with his magic, Zinzi has 
mastered the rules of his world. In so doing, she has achieved self-
integration, and is ready to move on. 
Yet another fantasy device that comes into play throughout Zinzi and the 
Boondogle is the portal to another world, which in Spirited Away exists as a 
tunnel through which Chihiro enters the spirit realm. As mentioned in the 
addendum to Chapter 4, there are two portals in Zinzi and the Boondogle: the 
first is the muddled bead badge that Zinzi creates, and the second is the bead 
doll repJicas of the children, through which they are transported into the Bead 
World. However, the children do not return via the dolls, given that these 
have just about unravelled by sunset. Instead, they use a magical ritual 
involving the animals' gifts in order to return. The fact that the children can 
return via another route is only possible because the other portal, namely the 
bead badge, has established a conflation of worlds that involves the 
Boondogle's two-way trafficking between the real and magical. Once the 
portal of the badge is open, the Boondogle is free to come and go as he 
pleases, and so the magical realm keeps penetrating the real one. 
This inter-penetrative model is more similar to the scenario of My Neighbour 
Totoro than that of Spirited Away. For in My Neighbour Totoro there is no one 
distinct portal between worlds: even though Mei falls down a hole, this only 
takes her to another forest clearing. Granted, there she discovers the giant 
Totoro, but after this encounter the Totoro repeatedly appears in the forest 
"above", and is in no way restricted to a site of the marvellous beyond a 
portal. What this interpenetrative model suggests, which is also crucial for 
the meaning of Zinzi and the Boondogle, is that magic exists within the prosaic 
world. In a sense, it is her discovery of magic within the gritty hardship of 
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her life that gives Zinzi the strength to go on. McCarthy underlines the self-
same message in My Neighbour Totoro: 
Mei and Satsuki are on a quest as compelling as any fantasy 
hero's journey; they are seeking the magic in their everyday 
world. The treasure they win will be the ability to find that 
magic, whatever circumstance or experience may hide it. (137) 
However, magic is more two-edged in Zinzi and the Boondogle: on the one 
hand there is the Boondogle's malevolent trickster's power; but on the other 
there is Gogo's affirmative power and the comforting magic of the baboons, 
dolphins and eagles. 
The power of the animals, in whom the children find solace, recalls 
Miyazaki's treatment of nature as magical in My Neighbour Totoro, a film that 
Prunes sees as exemplifying the "natural fantastic" or "pastoral fantastic" 
(54). While interacting with the animals, the children face tasks which involve 
overcoming their worst fears: Zinzi is forced to face her dread of water in 
travelling under the ocean; Sam who fears darkness has to enter a cave; and 
Vuyo who suffers from vertigo needs to clamber to the highest crag ofTable 
Mountain. Overcoming these phobias stands for the children conquering 
their fears in a broader sense. 
Through overcoming their fears and achieving their tasks, the children win 
the respect of the baboons, dolphins and eagles, who come to the children's 
aid through the gifts of fossil, feather and seawater, which prove vital to their 
mission. According to Bettelheim, helpful animals may be read as 
representing children's inner resources (76).92 Certainly, for Zinzi and her 
brothers, overcoming their fears involves accessing their inner strength, aild is 
integrally connected to their interactions with the animals. 
92 In discussing a fairy tale entitled The Queen Bee, Bettelheim discusses the youngest of three 
sons, called Simpleton - who would be incapable of mastering life, which is represented by 
the difficult tasks he has to perform, "except that he proves able to call for help on his inner 
resources, represented by the helpful animals" (76). 
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5.10.3 Projected figures 
In the same vein, the Totoros may be viewed as symbolising Satsuki and 
Mei's inner resources, on which they draw to cope with their mother's 
absence. If one reads the Totoros as manifesting the desire for maternal 
comfort, then this magical realm may be seen as a projection of the 
unconscious. Notably, when Kiki loses her ability to fly, she also loses the 
ability to communicate with her cat, which could stand for her temporary 
disability to access her inner resources, or to deal with her unconscious fears. 
Similarly, Zinzi's inability at first to enter the ocean represents her 
psychological paralysis caused by fear - just as Kiki's incapacity to fly 
manifests her crisis of confidence. 
Miyazaki creates his magical worlds in response to his shDjo characters' 
psychological needs; in the same way, the world of the Boondogle is a 
response to Zinzi's need - in presenting her with a means to overcome her 
fear. Just as Chihiro needs to contend with the Stink Spirit and No Face so 
that sh\.can gain self-empowerment, so it is necessary that Zinzi wage battle 
with the Boondogle in order to discover her inner strength. The Boondogle 
may be read as Zinzi's fear made manifest - just as the Totoros may be seen as 
a projection of Satsuki and Mei's longing for maternal comfort. In Twice-Told 
Tales: the Psychological Use of Fairy Tales, Hans Dieckmann argues: 
If we regard the fairy tale as an intrapsychic drama, then all the 
persons, actions, animals, places, and symbols appearing in the 
fairy tale represent the intrapsychic stirrings, impulses, 
attitudes, modes of experience and strivings. (88) 
After this reading, the Boondogle can be seen as a part of herself that Zinzi 
must meet, and which she must ultimately withstand. The journey to finding 
Leila and conquering the Boondogle represents then a vital psychological 
process. 
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5.10.4 Colour and space 
In furnishing cinematic equivalents for stages of the inner voyage, Miyazaki 
employs colour and space in ways that are worth considering in the execution 
of Zinzi and the Boondogle. In Kiki' s Delivery Seroice, darker hues are used to 
convey moments of foreboding or awful anticipation. What I would propose 
for Zinzi and the Boondogle is that the scenes in the children's tiny home - the 
locus of sadness and fear - are rendered sombre in lighting and colour key, 
reaching their darkest point at the moment that the Boondogle takes Leila 
away. By way of contrast, the journey to the animals takes place largely in 
natural daylight, with an emphasis on bright, natural colours. 
However, the equation of fear with darkness will not be that straightforward, 
as the Boondogle, who stands for fear itself, always appears in a flash of light. 
Moreover, the Boondogle's Bead World is garishly bright - even psychedelic. 
Yet, the Bead World's colouring is disarmingly off-kilter: the trees are lime 
green, the sky turquoise and the sun blood-red - in contrast to the naturally 
bright colours of the sea, mountain and sky, which carry the positive 
associations of the animals. 
Just as the emotional connotations f colour and lighting need to be employed 
in the service of the script, so it is important to connote emotions via space 
and locations. In Kiki's Delivery Service, the city of Koriko is densely 
populated and congested in comparison to the country home Kiki leaves 
behind, representing the complexity of the new life she needs to navigate - or 
in symbolic terms, of her emotional journey. Similarly, it is crucial that, as 
Zinzi and her brothers leave the cramped space of their one-roomed home, 
and head out on their quest, we convey the vastness of the natural world: the 
plummeting depths of the ocean, the soaring height of Table Mountain and 
the vast expanse of the sky that they explore in finally accessing their inner 
resources and overcoming their fears. 
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5.10.5 Empathy and focalisation 
Finally, it is worth considering Miyazaki's combination of fantastic elements 
with carefully observed psychological realism, and further how he anchors 
his flights of fantasy to reality via meticulous aesthetic detail. It is essential 
for audience engagement that everything that happens to Zinzi - even if 
beyond the bounds of consensus reality - is both accurately rendered and 
contains emotional truth. 
As far as aesthetic veracity is concerned, it is, for one, crucial that the 
Boondogle is carefully designed to reflect his animal components: I would 
recommend that the animators observe dolphins, baboons and eagles in 
action - just as Miyazaki's team observed a drooling dog in order to animate a 
dragon. This kind of attention to detail is critical for audience engagement. 
On the other hand, it is essential that biological accuracy does not overtake a 
sense of the Boondogle's "personality". The animators should focus on the 
"essence" of each component creature, rather than rendering them with 
zoologic~ precision. 
Concerning emotional truth: Zinzi's fear needs to be clearly aligned with the 
Boondogle. Her terror that precedes the Boondogle's every appearance can be 
systematically implied via the shot sequences. In shooting a trial scene while 
at the Binger Film Lab - that of the Boondogle's third visit - I opened with a 
close-up of the ticking clock showing 3hOO, which tilts down to reveal Zinzi's 
anxious face, and pans across with her as she rushes to look at her mother's 
photo. As she shuts her eyes, we cut to a wide shot of the room, with Zinzi 
standing alone in the middle. Suddenly the Boondogle looms into the 
foreground, right before the camera lens, taking up the entire frame. The idea 
was to set up a sequence of shots that visibly linked Zinzi's terror with the 
Boondogle's arrival. In storyboarding every one of the Boondogle's 
appearances it will be necessary to ensure that, at least at a subliminal level, 
Zinzi's fear is linked to its tangible manifestation in the Boondogle. 
Moreover, the viewer's experience should be focalised at times through 
Zinzi's point of view in order that our experience is aligned with hers. For 
instance, in this same sequence, we could see the Boondogle through the eye 
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of Zinzi's needle as she tries to rethread it after muddling the beads -
recalling Mei spotting the small Totoro through the hole in the bucket. 
Alternatively, we could see the room blur through Zinzi's tears and 
sleepiness, so that neither Zinzi nor the viewers are sure whether or not they 
are seeing straight and whether or not the Boondogle is real. 
When asked in an interview whether there was one pivotal scene that was 
representative of Spirited Away as a whole, Miyazaki answered that there 
were two scenes that could be considered symbolic: the initial scene in the car 
depicting Chihiro as a vulnerable little girl, and the final scene that portrays 
her as full of life and as having "faced the whole world" (cited in Mes 4). 
Similarly, I would like to present Zinzi in the opening and closing scenes in 
such a way that underlines the distance she travels in emotional terms. So in 
the first scene, Zinzi cowers in the doorway to her home, her eyes brimming 
with tears - while the rest of the world celebrates New Year. If we fast-
forward to the final scene, it is to witness Zinzi's realisation that she can, at 
last, "feel her heart" - or access her inner strength. This time round, she does 
not linger in the doorway, but goes inside to rejoice with her sibling. These 
polar opposite scenes are intended to show the extremities of Zinzi's 
emotional arc, to demonstrate that she does, in the end, overcome her 
debilitating fear and achieve self-integration. 
Miyazaki's films offer a wealth of conceptual and aesthetic inspiration that 
can be adapted and re-interpreted in making Zinzi and the Boondogle into a 
fantastical journey that also bespeaks an emotional process. For it is my 
ardent hope that Zinzi's rite of passage will be one with which children can 
identify, and so be encouraged to face their own innermost fears. 
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CHAPTER 6 
From the Mind's Eye: 
African Oral Storytelling and Aesthetics in 
Children's Animated Feature Films 
6.1 Introduction 
This chapter argues that in animated feature films that draw on African 
storytelling there exist specific and powerful means of exteriorising the realm 
of the imagination. Thus a comparative study of three animated children's 
films is undertaken to explore the aesthetics of cultural expression in 
conjunction with the aesthetics of subjective perception. The oral tradition of 
storytelling in Africa is considered in relation to questions of structure and 
style, ranging from the musical score through to the use of accents, symbolic 
.. 
spaces and techniques for representing subjective experience. 
The thesis is primarily concerned with the screening of interiority. Yet, given 
the social realist aspects of Zinzi and the Boondogle - particularly its 
engagement with the issue of child-headed households - it is necessary to 
engage to an extent with the social justice and political themes that dominate 
much African cinema. Indeed, Sharon Russell points out how African 
directors attempt lito give voice to the unique problems of their homeland" 
(1).93 
93 Russell also discusses the legacy of colonialism (1-2) and evaluates the term "Third 
Cinema ", indicating that this phrase is often seen as pejorative (2-4). Nonetheless, Anthony 
R. Guneratne maintains that Third Cinema theory is the only significant branch of film theory 
that did not originate within a specifically Euro-American context (7). Third Cinema, in its 
focus on socio-political themes, is closely linked to theories of postcolonialism. For instance, 
in a discussion of African cinema in the postcolonial era, N gugi Wa Thiong' 0 insists: 
"Decolonisation of the mental space has to go hand in hand with that of the economic and 
political space" (93). Arguably, decolonisation of the cultural sphere, via media production, is 
equally important to economic and political independence. 
In his 1992 text, African Cinema: Politics and Culture, Manthia Diawara outlines what he sees as 
the three major threads of contemporary African cinema: firstly, socially realist narratives 
that deal with contemporary issues (141-52); secondly, films of confrontation between 
Africans and their European colonisers (152-9); and thirdly, films which concern a "return to 
the source" - and to traditional African customs (159-64). 
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However, while acknowledging that economic and political themes are the 
tenets of much African cinema and its analysis, this chapter does not focus on 
these debates. The research engages to a greater extent with the African 
tradition of live action films that explore aspects of interiority, such as ritual 
magic and religious moments. Manthia Diawara points out that African oral 
narratives abound in digressions, parallelisms, flashbacks and dreams, and 
that - aesthetically in the same tradition - an African film can contain all these 
elements without necessarily disorienting its audience (African Cinema 11). 
The work of Senegalese filmmaker Ousmane Sembene, for one, consistently 
portrays otherworldly events.94 
However, this chapter limits its close analysis to films that utilise animation, 
as these are particularly germane to the practical focus of my thesis - given 
the nature of the project Zinzi and the Boondogle. As discussed in the chapters 
on Jan ~vankmajer and Hayao Miyazaki, animation is one means of filming 
interiority, and of representing aspects of the imaginative realm that are 
difficult to represent in live-action filmmaking. The programmer and 
producer Irene Kotlarz claims that many of the concerns of animation flave 
been with the unfilmable, or with aspects of the imagination that are hard to 
represent in other media (cited in Curtis 25). Movement itself can be 
rendered in evocative ways, while objects and people can be deformed, 
metamorphosed or dismembered: accordingly, many of animation's themes 
have come from fables, folklore or magic (cited in Curtis 25). 
Yet, despite Africa's rich folkloric heritage, precious few animated films have 
been made on the continent. So there is little precedent for animating African 
stories. In the United States a few television shorts have been based on 
African tales, for instance Afro-Classic Folk Tales (1993), in which a storyteller 
narrates two tales - one about the famous trickster, the spider Anansi. The 
other is - worryingly - about a tiger, so, despite the title, it is surely not 
African in any accurate sense! In South Africa, a couple of television series 
depict folktales, but no animated features as yet have drawn on the 
94 Ousmane Sembene has a massive oeuvre, including BOTom SaTTet (1963), Niaye (1964), Xala 
(1974) and Ceddo (1977). He is often cited as "Sembene Ousmane", in the French style, as 
Senegal is a former French colony. 
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traoition.9' [n my research r have come across only two animated features 
that have been made with signiiicant African input: Kirikou and the Sorceress 
(1998: diL Michel Ocelot) and The Legelld of ti,e Sky Killgdom (20tH Roger 
Hawkins),% In order to consider these films in terms of African storytelling, [ 
have used Disney's The Liml Killg as a point of comparison (1')94: dir. Roger 
Allers and Rob Minkoff). 
Kirikoll cmd the Sorceress tells of baby Kirikou, born with the capacity to speak 
and to reason, A sorceress called Karaba has cast a spell upon Kirikou's 
village: the spring has dried up and the meno{ the village have all 
disappeared, Kirikou decides to rid the village of Karaba 's curse and to 
understand the cause of hC'f wickedness. He journeys to a magical termite 
mound, where his grandfather, who knows of Karaba' s secrets, awaits him. 
Kirikou determines to remove the thorn from the sorceress' back - the calise 
of her evil. Having liberated her from her evil powers, he transforms into an 
adult man and asks her to marry him. 
Figure 58: The newborn Kirikou wasnes him<;('lf in Kinkoll and IIU' Sorceress 
9S Firdoze Bulbulia, Chairperson of the Childrf'n and Broadca~ting Foundation for Africa, 
holds that as the political milieu began to change, South Africa saw a sprinkling of African 
storytelling in the children's programme Kideo, The format included a short segment 
involving an Afrj(an woman storyteller who enticed (hildren to listen to her stories, Later 
thf' books from which the stories emerged would be brought into the studio and the drawings 
be(ame part of the presentiltion. flulbalia holds that" a nimation in the (rudc<;! form wa~ 
bt'ginnin~ to unfold" . :-..low more sophisticated animated productions have begun to be 
produced. A notable example is 3-D anImated series The Magic Celiar, a South African 
Broadca<;ting Corporation and Can~dian co-produ(\ion, each episode of which is a self-
contained animated folktale. Ironically, the initial ammation was carr]f'd out in India. for lack 
of trained animators in South Africa. 
% Moustapha AlaSSolne of Niger. dubl">€d ·Sub-Saftaran AfriCil'S Father of Animahon· (who i~ 
said to have made the first film in black Africa in 1962), was asked in an interview in 2003: 
"Then is it true that Africa has so far produced only two long animated feature films - 90-
minute Legends rJftlu Sky Killgdom of Zimbabwe and 7S-minute Kirikou la Sorrier of Senegal?" 
His answer was "I don't know of ,1 ny other apart from these two·' (Ond.:go n p.). In fact, 
Ocelot's Sf'qul'110 Klrikou IIIld fhe Sorcrress, namely Kiriko/J lind the Wild Bea,lls, was completed 
in 2005 and has been making its way around the festival circuit - but it has not yet h~d 
generat theatrical release, and is not yet available on DVD. 
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Ti,e u'gt'lltl of ti,e Sky King/10m follow~ thl! adventures of three orphaned 
children, Blockhe,ld, Squidge and Lucky, w ho escape the Underground 
Kingdom, where they Me slaves of the Evil Empire . They embark on <In epic 
journey to the Sky Kingdom in search of the lege ndilry Prince Ariel. As they 
journey through pcrilou~ terrain, they ha\'e 10 lea rn to place their faith in 
Prince Ariel and to follow the dictum "beli ev ing is seeing" . En route they 
meet with many creatures - both friend s and enemie::. - before e \'enlua lly 
reaching the fablt'd Sky Kingdom. 
Figure 59: Blockhead, Squidge and Lucky with tn r ()ds Badzd and itali.m("! 
from Tilt Legrud of the Sky Ki ugdol!] 
Tile Lion King i::. the t.de (If a younf, lion prince, Simba, who is horn on the 
plaint- of tilt:' Afrie.m s.1Varmah. therehy demot-in~ hi5 uncle Scar to be th!::! 
second in line to the throne. In order to become King. Scar plots wi th the 
hyenas tu kiU Si mba <md King Mu fasa, bu t the plan 10 kill Simba fa ils. Scar 
lead ~ Simb<1 to bel ieve thal he i:,; to blame for Ii'll ' Kin,g 't> death, anti. Simba 
fl ees lhe kin gd om i ll shame. Simba J ead ~ a b lis!>fully hedonistic ex istence 
with a warthog and.l meerkat, until he is cventu<Il!y per::.uaded to return 
home to overthr(lw tlw usurpcr <1nd d<1jm tht~ kingdom 11S hi s own - thus 
completing the "Circle u! Li fc" . 
I zglJ.r~ 60: Coming fu 11 circle tn TIl.' l.io,z King 
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6.2 II African" enough? 
In the context of this chapter, it is necessary to raise the question of what 
makes a film " African". While the question clearly raises the danger of 
essentialism, in terms of my own aims to make a recognisably South African 
film. it is worth teasing out the distinctions. 
Kirikou and the Sorceress is loosely based on a West African tale, or collection of 
tales, about a boy who speaks to his mother while still in the womb. The 
French director, Michel Ocelot, was raised in Guinea; the composer Youssour 
N'dour is Senegalese, and the voice-over artists are all French-speaking 
Africans. The film, which uses computer animation made to look like 
traditional cell animation, draws heavily on African imagery. However, the 
film was a French-Belgian production that was entirely funded and animated 
in Europe. Here ~s a film made with European funding and expertise, but 
which draws largely on Africa for its story, subject matter and aesthetic style. 
Of course, funders can lean on a creative team, altering the aesthetics or the 
storylm. in ways deemed to be more profitable, thereby compromising a 
film's "authentic" African-ness. Keyan Tomaselli raises the question as to 
partnerships that develop between groups indigenous to Africa and foreign 
filmmakers, and to what extent such a film may be seen as "African" (8). As 
Josef Gugler has pointed out, most African films that have reached foreign 
audiences have been dependent to some extent on overseas finance, 
technicians and production facilities (6). While Kirikou and the Sorceress is by 
no means an entirely African production, it presents a useful case study in 
terms of this chapter: for there is sufficient African input to evaluate the ways 
in which African storytelling, themes and aesthetics have influenced its 
production. Critical for consideration, then, are the disjunctions that arise out 
of the film as a site of cultural intersection - an issue that I will discuss later in 
this chapter. 
Directed by Zimbabwean Roger Hawkins, The Legend of the Sky Kingdom is 
entirely animated in stop motion animation, using junk., which the 
filmmakers have promoted as a unique African art form - "junkmation". The 
style is influenced by the street art aesthetic of works constructed from 
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recycled materials. The Zimbabwean producers, Phil and Jacqui 
Cunningham, worked with a crew of fifteen young artists, animators and 
technicians, self-financing the film from an agricultural commodity trading 
business in Harare. The film is entirely produced in Africa, but the cultural 
irony is that The Legend of the Sky Kingdom seeks far less of an African 
branding than does the European-produced Kirikou and the Sorceress. 
The Lion King is nominally set in Africa, but was produced entirely in the 
United States with virtually no input from African filmmakers or artists.97 The 
Lion King belo~gs to a tradition of animated American films set in Africa that 
includes The Prince of Egypt (1998: dir. Brenda Chapman and Steve Hickner), 
Tarzan (1999: dir. Chris Buck and Kevin Lima),98 Jungle Book: Lost Treasure 
(2003: dir. Michael McGreevey)99 and Madagascar (2005: dir. Eric Darnell and 
Tom McGrath). This chapter uses The Lion King for the purposes of 
counterpoint, and because of the extent of its popular appeal and influence -
it has been the most widely watched animated feature of all time (Ward 171, 
Vogler 275). 
I focus, thus, on three disparate animated feature films. Whereas onlyo-rhe 
Legend of the Sky Kingdom is unambiguously African in terms of production 
and financing, Kirikou and the Sorceress and The Lion King are useful to this 
discussion in engaging with African storytelling and aesthetics in divergent 
ways. 
6.3 Story Origins 
While The Legend of the Sky Kingdom, Kirikou and the Sorceress, and The Lion 
King are all set in Africa, the screenplays draw to varying degrees on African 
themes and stories. The Lion King owes nothing to African folklore, and its 
conception of Africa as a setting is largely filtered through western 
97 The exception is Lesotho-born Lebo Morake, who co-operated with Hans Zimmer on the 
musical score, which I will discuss in the section "Song and Dance". 
98 There are 41 Tarzan movies spanning 1918 to 1999, most of which are live action rather than 
animation (Maltin 1359-61). 
99 There have been five live action versions of the Jungle Book, made between 1942 and 1994, 
and three animated versions, made between 1942 and 2003 (Maltin 718). 
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ways. 
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While The Legend of the Sky Kingdom, Kirikou and the Sorceress, and The Lion 
King are all set in Africa, the screenplays draw to varying degrees on African 
themes and stories. The Lion King owes nothing to African folklore, and its 
conception of Africa as a setting is largely filtered through western 
97 The exception is Lesotho-born Lebo Morake, who co-operated with Hans Zimmer on the 
musical score, which I will discuss in the section "Song and Dance". 
98 There are 41 Tarzan movies spanning 1918 to 1999, most of which are live action rather than 
animation (Maltin 1359-61). 
99 There have been five live action versions of the Jungle Book, made between 1942 and 1994, 
and three animated versions, made between 1942 and 2003 (Maltin 718). 
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conceptions of the continent as a timeless and a-historical realm. In writing 
The Legend of the Sky Kingdom, Phil Cunningham created a story that is not 
particularly African in its roots, although it is certainly influenced by its 
African context. By contrast, Ocelot specifically adapted West Mrican 
folklore to his own ends in writing Kirikou and the Sorceress. 
In the "Author's Notes" that appear on the Kirikou and the Sorceress website, 
Ocelot speaks about the origins of the film: 
The story of the film is loosely based on the Mrican tale 
which I used as a starting point in order to develop a nice, 
simple story with the questions I asked as a child and the 
convictions I have assumed as an adult. (n.p.) 
Ocelot has clearly made a free adaptation of the original material; moreover, 
the script might be based on an amalgam of several West Mrican tales 
(Stafford n.p.). Yusef Salaam points out that stories of children giving birth to 
themse~s are "universal" in Africa (21). Similarly, Charles Phillips holds 
that many African peoples recount the history of a child "born fully equipped 
to survive, with precocious wits, the strength of an adult and the ability to 
talk at birth" (84). So the film could be said to draw on a generic African tale 
that has various versions, rather than on an immutable blueprint. lOo 
The Basotho people tell of a marvellous, warlike child born to his mother in a 
time of direst need, when the fearsome beast Khodumodumo is terrorising 
the people (Phillips 85). In the end he cuts open the monster to free all the 
animals, men and women of the villages (Phillips 85). Ford relates a similar 
Basotho tale, about the very last woman left on earth, who gives birth to a 
child with the powers of an adult man, who overwhelms the monster 
Kammapa and frees all the world's people from its insides (36-7). Similarly, 
Kirikou and the Sorceress ends with its hero liberating the village men from 
Karaba's clutches. Tellingly, the hero kills the sorceress in the original story; 
whereas in Ocelot's version Karaba is stripped of her powers when Kirikou 
100 In fact, according to Joseph Campbell, the tendency among makers of legend everywhere 
has always been to "endow the hero with extraordinary powers from the moment of birth, or 
even the moment of conception" (319). 
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removes the thorn from her back, and instead of killing her he marries her 
(Stafford n.p.). Despite the non-violent resolution, the ideological 
implications of a woman being saved through marriage are arguably no more 
enlightened. 
An interesting point of comparison is a tale told in Angola, of Sudika-mbambi 
- the "Wonder Child" - who similarly speaks to his mother from the womb 
(Ford 29). As a young man, Sudika-mbambi does battle with an old woman 
who has her young granddaughter possessively trapped: he kills the old 
woman and marries the girl (Ford 32-3). Kirikou and the Sorceress echoes this 
story in culminating in a marriage, but in keeping with Ocelot's modern 
sensibility and reticence to depict murder, Kirikou liberates the trapped 
"young girl" from within the sorceress. 
In fact, the motif of emergence from within is one that recurs throughout 
Kirikou and the Sorceress. Salaam points out that just as Kirikou enters the light 
of day through the darkness of his mother's womb, he comes to the light of 
his mission through being almost drowned in the dark womb of the village's 
spring - before being miraculously resurrected (21). Later Kirikou ~nters the 
womb-like termite mound in order to meet with his grandfather, who passes 
on the wisdom he needs for the final stage of his journey. According to 
Salaam, Kirikou must repeatedly enter the womb to be born into a higher 
consciousness: his repetitive emergence from the womb is an aspect of the 
"African my tho-mystical tradition that goes back to ancient Ethiopia and 
Egypt" (21). Similarly, Oyde Ford points out that the motif of the hero's 
death and resurrection is found with great regularity in African mythic 
traditions (35). In this sense the sorceress is also "reborn" when Kirikou 
liberates her from her evil powers. 
Whereas the rebirth from the womb is a particularly African motif,lOl there is 
much in the story of Kirikou that reflects a wider folkloristic tradition. In his 
analysis of Russian folktales, Vladimir Propp points out that most tales begin 
101 The rebirth from the womb is clearly related to a more universal mythology of death and 
resurrection that informs many religions and cultures. A clear parallel is with the Greek 
legend of Persephone, who dies and is resurrected, symbolising the energies beneath the 
earth that manifest themselves in the cycles of planting and new growth (Ford 46). 
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with a hero setting off on some form of quest to find something or someone, 
or to rescue them from the clutches of an evil force (39). Usually it is an old 
king or the village elders who send the hero off with a specific mission (Propp 
39). Kirikou and the Sorceress follows the basic quest structure, but unusually 
in folkloric terms, Kirikou sets his own mission - namely to find out why the 
sorceress is wicked. He is not prompted by anyone else to do so. In this way 
the story follows the African oral tradition of the "Wonder Child", born with 
fully developed reason and arriving at a time of dire need (Ford 30, Philips 
84-5). Michael O'Sullivan argues that "what sets Kirikou's unorthodox hero 
apart is that he isn't merely content to accept a series of tall-tale confrontations 
between good and evil, albeit ones that he's on the winning side of" (WE57). 
Rather, the implicit message seems to be that by removing the root of trouble 
or evil, one can alter its manifestation. This is certainly a modernising 
intervention on Ocelot's part, as the exploration of the nature and cause of 
evil is almost unheard of in terms of oral folklore, which usually polarises 
good and evil. As Bruno Bettelheim puts it, "the figures in fairy tales are not 
ambivalent" (9). 
Like Kirikou and the Sorceress, The Legend of the Sky Kingdom is dearly 
structured around a journey, in which the three children undertake a quest 
for the fabled Sky Kingdom. The film carries a Christian sub text, and 
according to Rita Mbanga, in charge of marketing the film, Cunningham was 
inspired by "the biblical quotation of John 14v6 where Jesus says that He is 
the way, the truth and the life" (personal correspondence, 2004 July 5). 
Although the film contains no direct allusions to this quotation, and God is 
represented as "The Sky King" and his son as "Ariel", the film is indubitably 
a call to faith - with its repeated mantra of "believing is seeing". In this way, 
unlike Kirikou and the Sorceress, the story is thematically more rooted in a 
western Christian ideology than in traditional folklore. 
I questioned Mbanga about African influences on The Legend of the Sky 
Kingdom, and received the following answer: 
There is a strong African flavour to the film as we are all 
African, but definitely there are elements of the film that 
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Ilwke il :lppt'<lling 10 an internatitma l aud ienCC, ,,' A balance 
i~ key - J\fric.Hl ~ I yles ,lrC unique olnd fresh in iernation.llly 
and it'.\- rea lly important to s tay true to your roots - Afric.l in 
I hi~ <,:;,Il'e b ut y l;:''i WI;:' want the internatio nal community !(l be 
.lb lc to rcla te a nd appreciate th(' story and the Mt too. 
(personal corre~pondence, 2004 Ju ly 5) 
AC5thctkaily lhe "junkmatioH" style is eminently Afrh',m in its look and ((:.'('1. 
,b is the musi c. I [owever, the story itself ullfold ~ .llong the lin~ o( the 
my thic.ll quest, with ,1 Christian theme. Granted, the quest is giVl."1l an 
Afrkan fi :lVour th rough the nature of the various places visi t'cd ell routt,' - fo r 
in3tdnel' B,l(lbab rl.l!u? - and through the presencl" of anim;ll s such as th e 
crocodile, the chameleon a.nd the hyena3. Hut the three child protagonists, 
Blockhead, Squidge and Lucky, could be from anyw here . Although there are 
Afri can nalIle~ thWWll in for three of the more minm .:h<ll'<'Ietcrs - NkuJulekn, 
c.., u /iu le thu ,md Uild 7a in thp fi lm' s <lelual tltlp, the nl.:liu loeu:. of br.md ing, 
there is nothing to ~lI1igest Africa . Conceivab ly the universalit y of the 
br<l nding is in kf'e ping wi th the film's spiritu.l1 impNll '" 
The Lim, Kiltg deliberately evokes" Afr ica" through the i((\n o f Iht' lion - most 
cmblcm.1tie of Afric.lJl c:reatlue~ in the We-.I. In focli sing on a lion, hOh'eve r, 
the s tory reneel:. it ::. We3tern conception of Africa, for, .:ontrMY 1('1 wha t might 
be expected, the lion is not central to African folklore. On the contrary, Allen 
r~ob('rts points out tha t the wild anim ats most represented in Afric,m art and 
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folklorl' arc not thO!>(' that people from other parts of the world as,<;()Ciatf' with 
'the continent (118) - for instance the lion, leopard, elephant. buffalo and 
rhino. Instead, Roberts claims that in African culture "a more curiOll" 
menagerie emergc<:;", of animals remarkable for how they look or act, and that 
provide the most u~ful symbolic expressions of human situations: ,1ardvarks, 
antelopes, baboon", buffJ loes, chameleons, crocod iles, horn bills, hyt.'Jlas, 
pangolin':> and snakes (118) . Significantly then, the anima l':> in KirikCtl1 lind tire 
Sorceress are a ~kunk.-Jike creature (a "zoril" or "zorilla") which att;1cks 
Kirikou in the tunnels; a snake thai works for the sorCl're";s; a warthog \ ... ho 
guards th.: mount.:'!in; squirrels who help Kirikou, and toucans in hi .. 
grandf<1ther's home. These are patently not the animals associilted with saf.Hi 
Africa, but are the crculm('s of West African folktales - a propt'r consequence 
of Jr,l\ ... ing on local material rather than projecting an outsider's view onto 
Africa. 
n~rm' 61 1111d ".1. The "'IUlu"llo that com!' 10 Kirikou ' ~ "id III Kirlk'OI! mul rIll.' S"r(C>1'~~ : 
r h" t ,,~! for /1,( troll KmS -llot th(' creaturt's 01 Alri( JIl tolkt,lies 
The Lion Killg is neither based on African animal symbolism nor on any pre 
f'xisting Mric(ln story. IntereoLingly, Jefferey Kalzenber)Cj, Ch,li rm,l!\ of Wnll 
Disney Sludi(\~, claimed that tllP rnovi(' wa.:; the company'.., "tiTS!' r;)rtonn 
feature not based on a fable or a literary work" (cited in Kuwahara 9). 
However, critics often point out the influence of Hamlet and of Tire {wigle Book 
(Kuw,1 h"ra 9, Ward 4), .lIld there hao; been iI great Je,ll of controvl'TSY Mount! 
the proximity of The Lioll KillS to the Jap"nese aninh1too televjc;ion !>('rie" 
/lIl1g1f £1II1'('ror (Kuwa hara 9). w~ Certainly, in telli ng of 5imba's coming of age 
and to the thronl'. "'''e Liml K;II8 reca lis countless myth:, of transformation and 
' " Ac('ordmg to Kuwahara, there ('\ist a number of d istinct parallel~ wJlh th''''l'tc\'rClon 
'«'ric~, whICh has the En~hsh htl(" klmba Ihr Whit .. Lwn (9). Inh>tcMlIlglv, the ()rigll l ~l hlle-
~i\"en to thl' D,~ncy "lnim~rcd f('aml"!' W.lS TIl .. Killg oft/re /Iurgl .. (Kuw,lhar.l 9) 
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of accession: for the story is that of the universal mythical quest or hero's 
journey, as outlined by Joseph Campbell in The Hero with a Thousand Faces. 103 
Contemporary screenwriting is heavily influenced by Campbell's theory, for 
the most part indirectly - through Christopher Vogler's The Writer's Journey, 
which reorients Campbell's theories for screenwriting purposes. Tellingly, 
Vogler relates how he was employed as a consultant during the writing of The 
Lion King (267). He describes how a father-and-son story was developed by 
borrowing inspiration from Hamlet, and how he completed a Hero's Journey 
analysis of the Hamlet plot to illustrate its turning points and movements (267-
8). He goes on to enact the same kind of analysis on The Lion King, which 
involves the young Simba going out into the world and facing a number of 
tests, before he is ready to return and take up his kingship (268-9). 
Annalee Ward questions why The Lion King has received such intense 
response, both positive - in the light of the box-office receipts, and negative -
in the light of objections to embedded racism and sexism (3). She suggests 
that the answer lies in "the movie's use of mythic narrative that, by its nature, 
advocates a morality" (3). In creating what is without a doubt an emft\ently 
moral tale, Disney has bought into Africa's mystique as it exists in the 
Western imagination - rather than in the African oral tradition. 
6.4 The Oral Tradition 
According to Lizbeth Malkmus and Roy Armes, an oral performance relies on 
a close link between storyteller and audience, in which the latter contributes 
to the telling - "either through some ritualised pattern of response, or simply 
through the interest (or lack of it) expressed as the story unfolds" (178). A 
number of African films, including those of Ousmane Sembene, have 
included the presence of a storyteller or griot, who detachedly narrates the 
103 Campbell's outline of the hero's journey is described in Part 1 of The Hero with a Thousand 
Faces, which describes the departure, initiation and return of the hero (49-138). However, 
Clyde Ford sees Campbell as having written "sparsely and often derisively about African 
mythology, demoting African contributions to the level of folktales rather than including 
them in the ranks of the 'higher mythologies' reserved for oriental and occidental cultures" 
(ix). 
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story and holds different aspects of the narrative together. Diawara points 
out that even where no griot is present, the director usually acts as a kind of 
third person narrator, refusing "to let the spectator into the characters' 
minds" (African Cinema 164). However, Diawara does acknowledge the 
fundamental difference between oral literature and cinema: for whereas the 
filmmaker uses means of technical production to tell the story, the griot 
"enunciates by incarnating characters one by one, dominating the narrative 
with his or her presence" ("Popular Culture" 114). 
In fact, Diawara sees this distance between spectator and character as a 
particular trait of the oral tradition (African Cinema 164). In this sense, Kirikou 
and the Sorceress breaks significantly with its oral origins. For we carry a 
strong identification with Kirikou as protagonist, sharing for much of the film 
his subjective experience, for instance when he crawls painstakingly through 
the Forbidden Mountain. Moreover, Kirikou himself narrates tracts of the 
narrative, even churning out his inner thoughts as direct-to-audience 
dialogue. His thought process is occasionally externalised on the scree~ in 
what ldf)k like oval-shaped slides. For example, when Kirikou first sees the 
monster who has drunk up all the spring water, he thinks out loud, "I've got 
to tell my uncle to kill him", and his words are accompanied by a still frame 
of his uncle on the screen. (See Clip 1, Chapter 6 on DVD.) 
Tomaselli et al argue that direct narration is one technique that recreates the 
oral emphasis of African culture-as-nurture (59). In the case of Kirikou, 
however, the direct narration originates from the central protagonist and his 
subjective experience, rather than from a detached observer. Nevertheless, 
there is one noteworthy moment where a detached voice narrates a long scene 
almost devoid of movement or action. The scene in question takes place as 
Kirikou's grandfather explains to him the source of the sorceress' pain, and, 
by way of illustration, a number of still frames accompany his words. During 
this sequence, the grandfather acts as a temporary third-person narrator and 
takes on something of a griot's role (See Clip 2, Chapter 6 on DVD.) But for the 
most part, the griot's voice, which would have narrated the original tale, is 
internalised within the unfolding action. 
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Diawara claims that all African directors - being influenced consciously or 
unconsciously by the storyteller's techniques of narrating - resort in different 
ways to oral storytelling forms ("Popular Culture" 120). It would seem that 
Ocelot's work is implicitly shaped by oral storytelling techniques in his 
narration of Kirikou and the Sorceress, in that the original material comes from 
the oral tradition. In evaluating the effect of oral techniques on Ocelot's work, 
it is useful to look at ways in which West African films broadly speaking are 
influenced by orality, and at the features that define the region's cinema. 
6.5 Defining features 
In "The Cineaste as a Modern Griot in West Africa", Anny Wynchank 
identifies four defining characteristics of West African films (15-6). The first is 
that "the narrative is structured in a linear pattern, often interspersed with 
digressions and marked with repetitions" (15). Secondly, the characters in the 
film are often types who can be found in the oral tale, and the itinerary can be 
that of an initiatory journey (16). Thirdly, the topic of the film, as in the oral 
... 
tale, is often based on the irrational (16). Finally, the film usually illustrates a 
moral teaching, which frequently reinforces traditional values (16). 
Wynchank's defining characteristics seem relevant for a discussion of Kirikou 
and the Sorceress, given that it is based on a West African oral tale. In that the 
oral tradition traverses cultural and geographic boundaries, many of the 
defining elements apply to some extent to The Legend of the Sky Kingdom, albeit 
a Central African rather than a West African film. 
6.5.1 Linear structures 
In keeping with Wynchank's first characteristic for West African narratives 
(15), both Kirikou and the Sorceress and The Legend of the Sky Kingdom are linear 
in their structures and are marked with repetitions, although both are too 
tight as narratives to contain much digressive material. Of course, repetition 
is one of the simplest methods of story construction, and is a structural device 
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in much oral literature - not only that of West Africa. In The Legend of the Sky 
Kingdom, the children stop at a number of points along their journey, each of 
which involves an obstacle that must be overcome. Similarly, Kirikou 
repeatedly fulfils a "saviour" function: first he saves his uncle from the 
sorceress; next rescues the village children twice in quick succession; then 
revives the village by rejuvenating the spring; and finally liberates the 
sorceress from her pain and, in tum, the village from her wickedness. In 
keeping with the usual pattern of folktales, each time Kirikou succeeds in 
overcoming an obstacle, the subsequent one proves more challenging. 
The repetitive structure can create dramatic irony, for example where Kirikou 
saves the children twice in quick succession. The first time he saves them 
from a magical boat that the sorceress sends to trap the children, and the 
second time he rescues them from a mobile tree that has the same purpose. 
The second time round, the audience members are primed to recognise the 
tree's evil intent. And so the viewers are drawn into participating actively in 
the narrative, as they root for Kirikou to save the day once more - in much the 
same W'tly that an audience at an oral performance is drawn into the narrative 
via repetition. According to Malkmus and Armes, the repetitions or 
doublings in oral storytelling presentations may vary according to local 
circumstances or audience response (204). Of course the structure of a film 
enjoys no such flexibility, and yet, Malkmus and Armes point out, systematic 
repetition is the organising principle of most films based on oral material 
(204). 
Kirikou and the Sorceress does deviate from its linear pattern for one fleeting 
but deeply unsettling flashback, which constitutes one of Ocelot's modem 
interventions into the original story. In an even simpler graphic style than the 
bulk of the animation, the flashback depicts men beating the young sorceress 
and driving a thorn into her back. This is apparently the cause of her pain 
and, in tum, of her evil. Wynchank points out that analepsis (flashback) and 
prolepsis (flashforward) are modem techniques unknown to traditional 
practitioners of orality and rarely used by African filmmakers (17). Tellingly, 
this deviation from the linear structure comes at a significant point of 
departure from the original tale's thematic content. For it is the 
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unprecedented presence of the thorn that suggests the root of evil as being 
tangible and consequently changeable - a notion not present in the oral tale. 
6.5.2 Initiatory journeys 
Diawara describes the travel of initiation or the educational quest as the 
"structural cell of oral literature [and] an important motif in African cinema" 
("Popular Culture" 122). This is in keeping with Wynchank's second defining 
characteristic of West African films - that of the initiatory journey (16). 
Certainly, in all three films under discussion, the protagonists are sent on 
quests of initiation. 
In Kirikou and the Sorceress, Kirikou has to journey to the far side of the 
Forbidden Mountain in order to find out the truth about Karaba's evil nature. 
Adults in the story have ready-made answers - wh n they have them at all. 
But Kirikou reaches the crux of the matter, and when he returns, it is with the 
capacity. to vanquish Karaba's power, whereupon Kirikou magically turns 
'" from a tiny child into a man. 
Similarly, in The Lion King, Simba needs to venture away from the pride lands 
- in order to mature before taking on his kingly responsibility. Simba's 
journey to adulthood is not based on an African initiatory myth, unlike 
Kirikou's quest, which symbolically culminates in his instantaneous 
transformation into an adult. Instead, The Lion King relies on the more 
graduated structure of a bildungsroman. 
The journey in The Legend of the Sky Kingdom constitutes a search for Prince 
Ariel. Just as Kirikou learns lessons from the challenges along his journey, so 
the three protagonists learn by responding to the difficulties they face. 
Blockhead, the impetuous leader, learns to listen to others and think before he 
acts. Lucky overcomes his fear and timidity, and Blockhead's little sister 
Squidge matures and turns out to be an optimist who never gives up. 
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Along the way in The Legend of the Sky Kingdom, there are a number of puzzles 
that the children have to solve. After all, one aspect of the journey structure is 
that heroes are often presented with a puzzle to work out in order to 
progress, and this may be a riddle or a signpost that points several ways 
(Propp 60). Blockhead, Lucky and Squidge have to choose between an 
arduous route through the desert or the "wide and easy road" that passes 
through bountiful orchards. One of my criticisms of the film is that the riddle 
is all too easily solved. The wily chameleon tells the children to take the easy 
road, but the children have barely been faced with the conundrum when a 
messenger bird Lulu arrives to hint at the correct way. Immediately 
thereafter they consult their "tele" device, which endorses what the bird has 
told them, insisting that "Narrow is the path that leads to life, but wide and 
easy leads to strife". There is no chance to deliberate before the solution is 
presented. (See Clip 3, Chapter 6 on DVD.) 
The maze is a literal manifestation of the puzzle motif and interestingly 
occurs in both Kirikou and the Sorceress and The Legend of the Sky Kingdom. In 
the latt!r, the maze is the Jungle of Confusion through which the children 
must pass to reach the Sky Kingdom. A bird named Prof leads the children 
into mistakenly believing that they will find their way through by consulting 
their intellects. The maze in folklore usually tests the hero's rational capacity, 
but in The Legend of the Sky Kingdom it is the children's faith, and their plea to 
Ariel, that saves them. Here the traditional folkloristic motif of the maze has 
been inverted to communicate a message about the value of belief. 
The maze in Kirikou and the Sorceress appears in a sequence where Kirikou 
carves a tunnel with his sword through the Forbidden Mountain. (See Clip 4, 
Chapter 6 on DVD.) The depiction of his journey resembles the cross-sections 
used to show tunnels in wildlife films, and the audience can follow Kirikou's 
progress through - inch by arduous inch. At last then the camera moves back 
briefly into a long shot of the maze, and we can see that - at the moment that 
Kirikou gives up - only the thinnest of barriers exists between his sword and 
the way forward. Thus dramatic irony is created as the audience moves out 
from an almost claustrophobic perspective to seeing - for an instant - the 
broader view of an omniscient narrator. This shift parallels the change in 
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• 
perspective that Kirikou must undergo to get through his quest: for he has to 
"step outside himself" and "see the bigger picture" in order to navigate 
through, perceive his goal and find his way. 
The over-arching puzzle in Kirikou and the Sorceress is the question as to why 
the sorceress is evil. The conundrum helps to drive the narrative forward, 
and is used as a device to bind various stages of the narrative: for it is 
Kirikou's burning desire to answer the question that projects him into each 
new stage of the journey. Riddles are a common feature of African oral 
literature - indeed of universal folklore - and are repeated at intervals, 
helping to structure tales. The most recurrent phrase in The Legend of the Sky 
Kingdom is the inverted proverb, ''believing is seeing", which seems rather 
anomalous at first, but clarifies itself as a call to faith and is recounted a dozen 
times, notably when the children are most endangered. 
6.5.3 Irrational themes 
., 
Wynchank's third defining feature of West African films is that they, like oral 
tales, are often based on the irrational (16). Similarly, Malkmus and Armes 
maintain that the elements of magic in oral tales are a crucial characteristic 
that can be drawn on by filmmakers: 
[Oral tales] are set in a world away from everyday reality 
and often shot through with elements of magic, in a world in 
which existential barriers between humans and animals 
(and even non-animate things) are dispensed with so that all 
interact on the same plane. (178-9) 
Given that Kirikou and the Sorceress is based on an oral narrative, it is 
unsurprising that the "reality" portrayed is "shot through with elements of 
magic". However, the relationship that Ocelot maintains with the irrational is 
ambivalent. Propp indicates that during his journey the hero will probably 
receive help from a wise person or magician who will provide a magic sword 
or some other kind of protection (43-6). In keeping with this pattern, 
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Kirikou's mother <1rnlS him with his father's sword for protection, but 
rem.ukably this is not magical at all. Kirikou uses the sword for purely 
practical purposes. such as cutting his route through the forbidden Mountain 
and creating a beak to disgu ise him<:clf as a bird. ~lore()Vl'r, w hell KirikOll 
requests a t,llbman from his grandfather, he meets expres .. -'_ refusal - his 
grandfather stipulat ing that this would ~ his dOWnJ'lli. 
Th~ undt'rmimng of the power of talisman ... is a further intervention into the 
original story on Ocelot's part. However, it docs seem thilt this upd<lting of 
the tfilditionil] :-.tory leads to a confusion of value systems, for on the olle hand 
the story buy~ into the m,1gic and charm of African folklor~; but on tilf' 0tlH"f 
hand the nclrrc1tive points to the banality of eviL and the in;mity of 
superstition. The grandf,1ther's seminal speech is focused on the weakness of 
tht> vill.lgf'rs in <l(''Cf'pting eVf'rything about Iheir cu rrent "Iluation. whl.'n thert.! 
is it perfectly rutional expl,1llation for most events. Il emerge') lhal contrMY to 
the \ illilgcrs' beliefs, the !'Orceress hil~ neithe r eilten any men, ntlr been 
r{'spon'''hl~ for the spring drying up. In reSpl)ll5e to Kinkou·s YlH.'stlOn about 
Karabd's penchant fnr human flt-sh. hi<: grandfather assurc" him, "5h(' Iikl'S 
yam in a spicy sauce, jusllikc you". 
• 
., 
' . ~ • I:, 
"'"' --~ . 
.. -~ " ~. • - --~ ,::t , , ...- ~. 
FlgUf(' 6~' 111(' not so ill t-po" crful Kilraba in KirikOIl ami /110' Sorcae.;, 
Yet, rather than eating the men. Karaba transforms them into fctbhes, and the 
spring dries up not bL'Ci1U'>C ot <) curse on her part, but because of a 
supcrn,ltural monster drini..ing all its contents. It hardly seems that these 
explan.1tions are any more ra tional than the ones the "ilIagers believe. While 
Ocelot ridicu les superstition, the alternatives he poses are just as irrational 
present ing " major discrepancy in the modernisation of lhe trildition,,] story. 
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I do not see the need for the film to communicate a mutually exclusive binary 
opposition between rationality and magic. However, it does seem 
disingenuous to disparage irrationality, while at the same time drawing 
unabashedly on the charm of magic to drive one's narrative. How does one 
square the triumph of rationality with the existence of fetishes and even 
talking animals? Karaba's eventual rehabilitation implies the pre-eminence of 
rationality, yet the film draws on magic from the moment Kirikou speaks 
from the womb in the opening scene. 
Interestingly, irrationality is often aligned with emotion and with women, as 
well as with so-called primitive cultural beliefs. It is Genevieve Lloyd's view 
that privileging rationality is part of an ideological move to favour patriarchal 
values as well as "modem" positivist systems of thought: 
The obstacles to female cultivation of Reason spring to a large 
extent from the fact that our ideals of Reason have historically 
incorporated an exclusion of the feminine, and that femininity 
itself has been partly constituted through such processes of ., 
exclusion. (xix) 
Perhaps Ocelot wanted to avoid explanations that vilified women, which 
might help to explain why the ending is changed. In Ocelot's version, instead 
of being killed, the sorceress is understood, healed and loved. Conceivably, 
the re-narration of the tale in this way undermines the patriarchal ideology 
implicit in the original tale. 
Yet we are never given any inkling of the original crime that drove the men to 
attack Karaba. Perhaps modem sensibility deems the men's action 
reprehensible - whatever her crime? Andrew Osmond argues that the 
driving in of the thorn is a rape allegory, which "is not less horrid for the 
delicacy with which it works on child and adult levels" (52). He maintains 
that although this story is Ocelot's own invention, it feels unforced (52). The 
rape allegory rests on Freudian symbolism of penetration, and in this reading, 
Karaba is literally emasculated in the act of withdrawing the penetrating 
thorn. Yet, despite this reference to past trauma, the film never quite 
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satisfactorily answers the question it repeatedly poses: "Why is the sorceress 
so evil?" Perhaps this is because the narrative operates on the level of Levi-
Strauss's mythology to offer a symbolic and (falsely) reassuring resolution to 
social problems that cannot readily be understood or solved in rational or 
practical ways. 
6.5.4 Moral teachings 
Wynchank's fourth defining characteristic for West African films is that they 
usually illustrate a moral teaching or contain a social criticism (16). The main 
question driving Kirikou and the Sorceress pertains to why Karaba is so evil, 
and the moral teaching is contained within the search for an answer: Ocelot 
urges his audience to active questioning rather than passive superstition. His 
plea for rationalism constitutes his social critique, yet, as noted above, it jars 
within a magical context. The resulting anomaly represents the kind of moral 
juncture that can occur when a traditional tale is appropriated and retold, 
howeve"'sensitively, within a modern context. 
Ocelot is candid about his merging of themes traditional and contemporary, 
claiming that apart from the theme of superstition, other themes flowed 
naturally too: 
... From very African topics such as the importance of the 
family and of the group, a certain harmony with the body, to 
universal topics such as war of the sexes - (the sorceress is a 
beautiful woman and she fights her battles with men), 
altruism, shrewdness, forgiveness, time ticking over, love-
that between a man and a woman of course - but also that 
between mother and son, an emotion not dealt with in 
traditional folklore. (cited in Stafford n.p.) 
The topic of the gender war is an intriguing, if not fully resolved, addition to 
the story. In one sense, the story is very traditional with the male hero 
effectively saving the sorceress-turned princess from evil. Granted, there is a 
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rupture in the traditional depiction of gender relations, in that we see men 
physically attacking the young Karaba. Yet we never discover the reason for 
the attack, and I would suggest that the obscurity around Karaba's pain, and 
around her resulting evil, significantly undermines Ocelot's rationalist aims. 
It seems that Ocelot struggles with reconciling a rational vision for the film 
with the original story in which the sorceress is simply and irredeemably 
wicked. Instead of killing the sorceress, in Ocelot's version Kirikou kisses 
Karaba, whereupon he is immediately transformed into a beautiful young 
man.104 Kirikou returns with Karaba to his home village, and asks the 
villagers their forgiveness for her past wrongs. 
The moral message has come under some fire from critics, for instance Kate 
Stables: 
Ocelot's decision to dump the original myth's gruesome 
ending in favour of an extended plea for all round 
reconciliation leaves a heavy-handed and homiletic final 
impression that belies the film's essential charm. (77) 
The denouement is indeed very doctrinal - the explicit plea for forgiveness 
constituting a further moral teaching not contained within the original 
narrative. The pedagogical intent partially overwhelms the narrative's 
conclusion, and highlights the disjunction that can occur when a modem 
filmmaker tackles an oral tale from a particular moral stance that is not 
embedded in the original material, in this way manipulating the 
representation of culture. 
104 The kiss echoes European folktales in signalling the release from a spell, for instance the 
princess who kisses the frog to restore the prince, or the kiss that is required to wake Sleeping 
Beauty. The kiss in this African context is purely Ocelot's intervention, as it is not a motif that, 
as far as I can see from my research, exists in the West African oral tradition. 
105 Indeed the "realism" of contemporary CGI is so "good" that it sometimes looks like rather 
"wooden" human acting, for instance in Final Fantasy: The Spirits Within (2001: dir. Hironobu 
Sakaguchi and Moto Sakakibara). 
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6.6 Ethics of cultural representation 
While on the topic of cultural representation, it is worth mentioning the 
heated controversy that has arisen around the semi-nudity of some of the 
characters in Kirikou and the Sorceress. The village women are depicted topless 
and the young Kirikou has no clothes at all. An article in The Economist, 
entitled" A Honey, Bare", describes how French producers with an eye on the 
American market asked Ocelot to put bras on his female figures and a nappy 
on Kirikou (97). He refused and they backed out of the deal. So Ocelot put 
together a production package that included funds from several sources, and 
that involved making parts of the film in Budapest and Riga. According to 
the article, when the film was first released in the United States in 2000, the 
nudity issue came up time and time again. Ocelot was asked after one 
preview why he depicted black women with bare breasts and not white 
women; his answer was "There are no white women in the film"; he argued 
further that his film is a tribute to a culture that has a "healthy, 
straightforward attitude to nudity" (97). Yet, the BBC turned the film down 
on the gwounds that, although it is beautifully designed, lithe film's depiction 
of bare breasts and child nudity will prove problematic in terms of 
conventionally prudish Anglo-Saxon ideas of what is appropriate 
entertainment for children" (97). 
I believe that these reservations are misplaced and that the film's stylised 
figures are respectfully handled. The theme of nudity also seems to carry 
metaphoric value for the story: when Kirikou arrives to ask his grandfather 
for help, he is told that the solution lies in personal courage and lithe 
nakedness of innocence". However, the counter-argument might be that 
through the partially nude figures the film promotes an essentialist and 
retrogressive view of Africa. It is worth comparing the controversy with that 
which ensued with regard to Miyazaki's My Neighbour Totoro, in which the 
father baths with his two young daughters. Possibly the difference is that 
whereas Miyazaki is a Japanese animator depicting a culture as it is from the 
inside, Ocelot is a European animator in more danger of "exoticising" his 
subjects. Nevertheless, the furore in each case points to fears of depicting 
cultural norms at odds with those of the West- a trend that seems 
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umlesirable in ruising children with (:lny degree uf tvlerance or wider 
understanding. 
6.7 African graphics 
Despite the debate around nudity in Kirikou and the Sorceress, the aesthetics 
have for the most part won reams of acclaim. David Sterritt describes the film 
as being "many times more African than Tal"::all and The Lioll Killg combined" 
(15), and Michael O'Sullivan describes the film as "a refreshing change from 
the Disneyfied setting of The Liml King, ,."hich somehow made Africa look a 
bit like an airbrushed theme park in Southern California" (WE57). 
figure 65: Sill1b" ill J tl dirbrushcJ vcr, lon of /l,fricil in The Lion K':.lg 
Ocelot's use of African motifs and aesthetics certainly helps to set apart his 
visual style from generic Disney. However, in hi s "Author's Notes" on the 
Kirikou IIlId the Sorceress \.vebsile, Ocelot discusses the problems of treating 
Africa graphically, pointing out that while Africa has a great tradition of 
decorative art, it lacks a substantial tradition of figurative graphic art (n.p.). 
He claims that for purposes of inspiration, he imagined an African Le 
Douanier Rousseau, which helped in designing the decor of the background 
scenery. For the characters, he drew on Egyptian art, in order to avoid 
cariCdture, dnd su thu t "the handsome individuals would immediately appear 
striking" (n.p.). On the surface this statement might read as an attempt to 
avoid what are thought of as [\'egroidlooks, but Ocelot seems to be speaking 
more about the style of the arllhan the actual features of tbe people, which 
are convincingly West African. The fetishes are clearly inspired by West 
African sculptures, and also by Science Fiction robots: they move 
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mechanic.!!lv ilnd have til(' abi lilv to set fire to a home from a di <; tan('(', or 10 
see for mi l ~:-. around . 
J.i,~III't·,<; 66 lind 67. t3,wkgrollnds imri red by !{Ol.ls.<,eau. fif;ure~ by E,o:yptinn .\rt. 
iltld fl'll l>hc~ by Wl'~t African '<Cu lp tu rcs in Kmkrl1l :!IId fli" SOl';C'''~~ 
As llll'nli~l11('d, Ocdul grcw up in Gui nca, and, as far as colour j<., concerned, 
he ddim::. to h,\ve dr,nv n on his own vivid childhood memorie~: 
,. An Ilchn.' v i ll~\g(', the yelklw savannah, thL: emerald fun",t, thl ' 
grtX'll ri\'cr. th(' hut of the sorcer('&>, the outside as grey and 
hlack a::. d('a{h and til{' im;ide as red as hell. and the rai nbow-
coloured fina l(' t}f a crowd al a fancy-d ress p<lrty. ("Author's 
Nolt.os" ) 
Ocelot's nostalgic rmni niscences then inform his connotative U~ of colour . 
Although there is symbolic abstraction in the graphics, a great deal of 
accurate detail went into the maki ng of KirikOIl and the Sorcer~. The plants 
were copit'ci from thosl.:' growing on the continent, with Ocelot in..,is ting th:lt 
the drawings had \0 be exact reproductions. The result is richly detd il ~'d, and 
in many ways watching the fi lm i:, !ike leafing through a fine children's 
picture bonk, the illu strative impressktn being reiterated by the simplicity (If 
the actual animation - the movemen t of which is controlled and rhythm ic. 
Osmond nl<lintains that tlw tale's rhythmic quality extends to thl' action with 
appe.lling results, as when Kirikou repea tedly bumps his head a ll the ... ame 
h im whill' scrambli ng through a tunnel (52). 
Whi le KiriktlLl aw/ lht' Son:'t'n':.:; employs computer animation made to look IlkI.' 
trad itional cell :lnimation, The Legend of Iile Sky Kmgdom is en ti re ly execu ted in 
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!>top-frame "iu nkmation". The filmmakers claim thil t th ey hired street artists 
and vendors - wire artists and tinsmi ths who had neve r done anyth ing 
remotely connected to fil m work ("Press P.lek" 4). They go on to describe the 
sorts oi ma terials employed: "The Jungle of Conius.ion is il te rall y il jungle of 
old and broken computers, adding machines, keyboards and printers". The 
fHm a\so features two vacuum c\eaners, seven le\('vision sets, five radios, 
tnirty circuit board~, five tyVC'wri tcrs, \wo stoves, tnree fridges and five 
washing mi"lchincs ("Press pack" 7). 
The use of found objects creates a texture that computer graphicf; simply 
carulOi m<1 irh. Howeve r, my concern is thal the foregroun d figures nnd the 
background scenery are both so textured - and simi larly coloured - a~ to lead 
to a blending of foreground and background that make~ the action at times 
difficult to discern. Perhaps the blending fun,tions to underscore the 
confusion experienced by the characters themselves in these ~ttings, but the 
result can at times be taxi ng to watch . The problem vanishe~ when the 
child ren Me in the deser t, whe re their texhm . .'d figu res stand out brilliant ly 
aga inst the na uer, monochromatic background <;. 
FiSI't"r 68: Blockhead, Lurky and Squidge against textured ba~-kground 
in The Legemj oJthe Skt) Kingdom 
The press pack ou tl ines some of the daunting finanda l, technic<ll and 
logistical obstacles faced in the production of Tlte Le~end vf the Sky Killgdom. 
Tht' struggle aga inst the odds tells of a wider experience in African 
filmmaking over the dt!cadt!s, described by a number oi commenta tors 
induding Gugler, who outlines the fundi ng and distribution ha:tards lhal 
Af rican filmmake rs face (4-5). Coing "low-tech" has been Olle strategy widely 
employed in N rica in order to get films made at all. No digita l special effecl<; 
were used in the prod uct ion of TIle Legemi of the Sky Kingdom - instead all 
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effects were achieved in camera. The marriage of relatively low-cost 
technology with street art certainly makes for a compelling African aesthetic. 
There are strong arguments to be made in favour of cheaper means of 
animation than the cutting-edge but prohibitive 3-D computer animation that 
dominates the industry at present, and which can make for a very cold and 
plastic aesthetic.105 
In "Beyond Third Cinema: The aesthetics of hybridity", Robert Starn 
examines hybridity, garbage aesthetics and the "redemption of detritus" in 
African and Afro-diasporic cinema (35-45). He discusses ways in which 
"dispossessed New World blacks have managed to transmogrify waste 
products into works of art" (35), and describes the garbage metaphor as 
capturing the sense of marginality for underground filmmakers in Brazil (42). 
Animating junk is another version of this trend, and in this way The Legend of 
the Sky Kingdom stands in counter-point to the expensive polish of The Lion 
King on not only aesthetic but also on political grounds. 
6.8 Journeys through symb lic space 
In terms of this thesis, the most pertinent aspect of animated African stories is 
the communication of inner, imaginative realms. Peter Hitchcock posits that 
in the oral narrative, the aura of magic is directly dependent upon the griot's 
powers of description: "in the way that he draws the listeners into the 
imaginative world of local mythology" (279). The allure of cinema can be its 
way of extemalising magic, for "visually it can play tricks that are not simply 
the equivalent of the voice" (Hitchcock 279). There are moments in Kirikou 
and the Sorceress that are eminently magical, such as when little Kirikou swells 
and grows before our eyes into an adult man (See Clip 5, Chapter 6 on DVD). 
Animation, much more than live action, is equipped to convey some of the 
enchantment of the griot's description of such a feat, precisely because of its 
capacity to depict the realm of the imagination. How else, outside animation, 
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could one cinematically render in the space of a single instant - or a single 
shot - this extra-ordinary metamorphosis from child to man?106 
In conveying inner journeys, animated African stories can create symbolic 
spaces, much as Miyazaki does in creating otherworldly realms. Kirikou and 
the Sorceress, The Legend of the Sky Kingdom and The Lion King all involve 
journeys in which the protagonists experience a number of different 
environments and their dangers. These locales are for the most part 
encompassed by the natural world, and many are archetypal spaces, with 
universal connotations in folklore. For instance, mountains routinely demand 
climbing in order that the protagonist might gain access to the unknown 
world on the other side. In The Legend of the Sky Kingdom, the Black Cliffs are 
one of the last barriers to Prince Ariel. In Kirikou and the Sorceress the 
Forbidden Mountain bars the way to the fount of knowledge, Kirikou's 
grandfather, who lives on the other side. European stories usually involve 
dark and mysterious forests: similarly in The Legend of the Sky Kingdom there is 
the Jungle of Doubt and Confusion. Kirikou and the Sorceress features neither 
forest nor jungle, but there is an adventure down the fast-flowini and 
treacherous river - a common feature of African folktales - which nearly 
drowns the village children. Notably, rivers in African mythology have been 
deemed liminal zones between the prosaic and spirit realms. Martha 
Anderson and Christine Kreamer point out that riverbanks are seen as the 
place where earth and water meet, and therefore as standing halfway 
between "civilisation and untamed nature" (49). 
Indeed, in addressing the treatment of space within an African context, one 
needs to acknowledge the impact of African belief systems. This is clearly 
more salient in the case of Kirikou and the Sorceress, based on a West African 
tale, than The Legend of the Sky Kingdom or The Lion King, which are rooted 
more in Western ideologies. Russell sees the interpretation of African films as 
particularly complex when attempting to deal with the idea of the fantastic: 
much of the related critical analysis is based on Western literary theory, 
106 This animated transformation recalls the uncanny morphing in Svankmajer's Faust (1994) 
from baby - through the stages of man - to skeleton, achieved through stop motion clay 
animation. 
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concerned with the indi vidual in both sodal and psychological t<'TlnS (0).107 
In try ing to engage with apparently ir ra tional moments in "frkiln cinema, 
Russell poin ts ou t that, within the " Western tradition", ShMed cultural 
pcrccpti()O<; L'1l.1blc u <; to d is ti ngu i ... h bctwL't'n TL'aJi ty .1nd i li u ... i(ln or f,lIlttl '>Y; 
however, ,hi '" d htinction is di fficuJt to make in African Cinema, <I :. what may 
seem improbable II' dn outsider may well renect the dttp convic"t i()ns of the 
character or filmmaker (10), Russell argues that in order to di scuss the 
fantastic in Afrl c,lIl Cinema, one mus t be aware of the connecllolll' between the 
real world and the spiritual world in the context of Afri ra n belief system",: 
"Just· a s the nraltrildition presents a narra tive tha t transcends th e bC1undaries 
between PilSI ilnd present, this tradition a lso connects the spiritu,lito the 
eVPryd<lY" (Ill). 
CrudJlly, one of the wavs in which the sp iri tual <"Ind the cvervday arc 
, llIln\',t('d in A fricd n tnl klore j.., th rough the juxtap,}si tinn of <;pilce, ,,10; A l!en 
Robe rts ~ugge!>ts tlM t the \'iH<lge b defined .:against a "wilderness" \'ncird ing 
and extending outward from it (-18), In this manner, home becomes the centre 
of "p rojech\'c space" extendi ng outward to the bush (Roberts 48), Central to 
the viJIage in KirikOIl and file Sorare5t' is the lone baobab LIce, which j ... central 
to man}' West Africcln stories (Sta fford n,p.). Beneath th(> baobab, the old man 
talks to th(> childr(>Tl. and sign.ificantly, the sorceress and Kirikou s t.l nd 
beneath the tre(> at the end of the film, asking for acceptance. 
/'isurr 71: lknea th tho' baobab in Kiri~t1u illld th .. Svrare",~ 
" Curwcr ..... '\y, Miyazaki c:.:phci tly ~I.lte-; hh inti.'ri.'~1 in Europea n, .md e~pecia lt y Brih~h 
!;l nld:.y lito:-ratuT(' (lJ lboI3), and it Iht.'rcfon.' St'em." dPpropriatt.' 10 d raw on WC~""'Tn theory 
dround Ih(' fantastic in .ln JlyslIIg his filmfo. 
)01 Man)' film~ Include ideologkall)" cutturally and ethically rod .. d ~pa ci.',.., fo r in ~ la nce, 
CI\'l hsa tlun versus wi ld (' rne~ 11\ W .. sterns, and <;.af .. familiar spa~-e "er~u~ terr ib lt:' plan.' III thl<' 
Horror ~(,I\re . 
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From the village, the world extends outward in conceptual and spiritual 
space, and along such paths one moves "from the familiar to the marvellous" 
(Roberts 48-9). In Kirikou and the Sorceress, magical events take place in the 
bush - specifically outside the village bounds. The exception is when Karaba 
sends her fetishes to hunt down the village women's gold in their huts, which 
is the one time that her magic impinges on the village. For the rest, as long as 
Kirikou remains within the village, he is safe from Karaba's guile. But the 
outward journey becomes inescapable: for it is into the bush that Kirikou has 
to venture in order to gather the wisdom he needs to overcome the sorceress. 
In "Popular Culture and Oral Traditions in African Film", Diawara claims 
African cinema depicts coded social spaces: "The external space in Africa is 
less characterized by the display of emotion and closeness between man and 
woman, and more by a designation of man's space and woman's space in 
society" (123). In Kirikou and the Sorceress, the village and the home are 
presented as the domain of women, whereas the men exist in a separate 
sphere - exiled until the film's denoll.ement to the sorceress' domain in the 
bush. The implication is that the sorceress, in residing in the bush with the 
men, is not a "natural woman". Karaba - and indeed all the villagert:- is only 
able to reintegrate into a socially cohesive space once her "penetrating thorn" 
has been removed, and she has united with Kirikou. The male-female 
intimacy that defines space in many Hollywood films is almost entirely 
absent in Kirikou and the Sorceress, in which the only sign of intimacy is with 
the men's mass return, when all the couples embrace one another - signifying 
that harmony and the status quo have returned to Kirikou's village. 
Just as there is a spatial duality between village and bush in Kirikou and the 
Sorceress, the geography of The Lion King is similarly divided into space that is 
safe and familiar, namely the Pride Lands, and "othered" space into which 
the young Simba wanders and where he receives his life lessons. Firstly, this 
unknown space encompasses the "dark place" of the elephant graveyard.109 
Secondly, there is the lush jungle where Simba hides out after running away, 
109 Given that elephants signify wisdom and memory, and graveyards stand for respect for 
the past, it is curious that this space is seen as dangerous and evil. In a sense, in standing for 
wisdom and being out of bounds the graveyard evokes the Tree of Knowledge and forbidden 
fruit. The symbolism is further confused by the fact that the Hyenas march Gestapo-fashion 
through the elephant graveyard - calling to mind the Third Reich. 
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and where he lives for a blissfully hedonistic period with a meerkat and a 
warthog, before returning to the Pride Lands to take up his kingship. 
Space in The Legend of the Sky Kingdom is similarly structured around binary 
opposition: the Underground Kingdom where the children are enslaved and 
where life is full of hardship, and the fabulous Sky Kingdom, which, in a 
quasi-religious sense, offers salvation. The space in between comprises a 
series of symbolic destinations where the travellers must overcome obstacles 
and learn to place faith in Prince Ariel. This symbolic cartography is 
graphically laid out in the film's opening shots, which pan across a map 
showing utterly un-African metaphorical names, including The Jungle of 
Confusion, Baobab Plains, The Valley of Complacency and Mount Neverrest. 
Lucky, Blockhead and Squidge travel from a space of darkness and 
uncertainty to one of light and security, unlike Kirikou and Simba, who start 
off from areas of safety, travel out into "projective space" - dangerous realms 
necessary for their initiation into adulthood - only finally to return to the 
safety of the familiar. 
The Legend of the Sky Kingdom is set in Africa, but the sense of locale is 
overwhelmed by the drive to create a symbolic cartography with pedagogical 
intent. Disney'S African paradise in The Lion King corresponds to nothing in 
Africa's present or past. Kirikou and the Sorceress draws to the greatest extent 
on African conceptions of space. Still, it is compliant with their quest 
narratives that all three films use symbolic space to delineate the characters' 
internal journeys. These spaces take their cues from conceptions of Africa 
being in itself a perilous, II othered" realm, presenting untold hazards: 
whether the obstacles are deserts, jungles or insurmountable mountains, the 
struggle against the landscape signifies the struggle within for the various 
child protagonists. 
6.9 Accenting meaning 
Not only does The Lion King correspond to nothing of Africa as we know it, 
but it has even been argued that the film is so far from being African that it is 
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an allegory of Africa as America. Robert Gooding-Williams draws out the 
connections between the space of Africa and the space of America, arguing 
that the elephant graveyard, where Simba and his friend get lost, stands for 
the American inner city, outside of the bounds of the Pride Lands - or white 
America (373). His main evidence is the use of Whoopi Goldberg and Cheech 
Marin's voices to represent the speech of two of the three prominent hyena 
characters as Black English and Latino slang respectively (373). 
Certainly the accents in The Lion King are in no way African, just as the film is 
more about a timeless fantasy realm than it is about the continent of Africa. 
By way of contrast, both Kirikou and the Sorceress and The Legend of the Sky 
Kingdom almost exclusively employ Africans as voice-over artists. In making 
Kirikou and the Sorceress, Ocelot recorded the original French voices in his 
studio using African actors. In his "Director's Notes", he claims that he was 
determined to make a film in his own language, but one that is also the 
language of a part of Africa. But Ocelot expressly did not want "the villagers 
in the bush to have voices arranged and recorded in Paris", believing instead 
that by using African voices he brought an "authentic African flavour" to the 
film (n.p.). Similarly, the English-language version employs Africarfspeakers 
of English. It has to be said that the English voices sound very middle-class 
and unlike the voices of villagers in a West-African village. But possibly this 
is a rather moot objection, considering that the very use of English in this 
context would be highly unlikely in the first place. 
It is worth considering the demand for both representation and accessibility 
in animation voice-overs. Indubitably, accents playa large role in 
constructing an aura of authenticity and, as seen in The Lion King, can carry 
socio-political subtexts. The Legend of the Sky Kingdom uses a range of accents 
- including a kind of Scottish lilt for the bird-messenger, Italian for the tripod 
Italiano and American for the tripod Badza. I asked Mbanga whether any 
actors from other countries had been employed, and was told that all the 
actors were Zimbabwean except for Badza, who was played by an American 
who lives in Zimbabwe, and was also the sound engineer. Mbanga added: 
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With regards to not using more recognisably African 
accents, we decided initially that we wanted to make this 
film internationally marketable, and we believe using a 
diverse selection of accents is one way to achieve this. 
(personal correspondence, 2004 July 5) 
I do not agree that an array of accents is necessary to achieve international 
marketability, but do think that accessibility is key. The voices in both Kirikou 
and the Sorceress and The Legend of the Sky Kingdom are easily understandable 
and therefore accessible to a wide audience. The advantage of this clarity 
becomes especially apparent when considering, for instance, the Zimbabwean 
film Everyone's Child (1996: dir. Tsitsi Dangarembga). While the dialogue is in 
English, some of the speech I found difficult to understand due to heavily 
local accents. Seemingly there is a fine balance between authenticity and 
accessibility, and personally I would err on the side of accessibility. However, 
The Legend of the Sky Kingdom possibly loses something of a local flavour by 
employing so wide a range of accents as it does in its efforts to achieve not 
only acaessibility, but also broad representation (See Clip 6, Chapter 6 on 
DVD). 
Accents playa pivotal role in defining identity and shaping possibilities for 
identification, in creating a film that is local or more international, and in 
raising or lowering the authenticity stakes. In terms of interiority, the use of 
local accents helps to create an aura of authenticity, which in turn allows us to 
engage more completely with the imaginative realm being portrayed. It is as 
if the accents endorse the I/locality" of the imaginative realm. Reviewing 
Kirikou and the Sorceress, Osmond writes: 
Rightly, Kirikou's air of cultural authenticity - which reaches 
down to African voice-actors and a score by celebrated 
Senegal musician Youssour N'Dour - feels like a part of the 
film rather than an exotic raison d'etre. (52) 
I would agree with Osmond that the voice-overs are pivotal in creating an 
impression of "cultural authenticity". Yet it seems crucial to acknowledge 
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that voice-over is never a fixed or immutable part of any animated film, given 
the medium's capacity for being re-dubbed. Accent is an infinitely mutable 
element of any animated film, as new connections are drawn and fresh 
overlays of meaning introduced each time the dialogue is dubbed into 
another language. 
6.10 Song and Dance 
Osmond's mention of the Senegalese music in Kirikou and the Sorceress refers 
to an aspect of the film that has certainly endowed it with a certain 
authenticity. In his "Author's Notes", Ocelot claims that he had long wanted 
to portray Africa, which he sees as "a powerful realm" that has never been 
portrayed in an animated feature film (n.p.). Ocelot specifically draws a 
distinction with The Lion King, which he sees as having "used African settings 
but not Africa nor Africans" (n.p.). The exception is South African musician 
Lebo Morake, popularly known as Lebo M, who worked with the composer 
Hans Zimmer on the score for The Lion King. However, while the film's 
soundtrack does have an African rhythm and flavour at times, it is stitllargely 
a traditional Disney score, using western instruments and arrangements. 
On the contrary, Ocelot asked Youssour N'dour to foreground the musical 
sources in scoring Kirikou and the Sorceress, by using exclusively traditional 
instruments. Speaking of his part in the film, N'dour stated: 
The director made it very clear that he wanted no modern or 
percussion instruments, and that he wanted to find a more 
natural inspiration, seeking inspiration where music 
originated. We have therefore used traditional African 
instruments like the balafon, the ritti, the cora, the xalam, the 
tokho, the sabaar and the belon. (cited in Ocelot n.p.) 
The Legend of the Sky Kingdom is scored by Andrew Baird. According to the 
makers of the film, the lyrics are in Shona and some in N debele, the two main 
languages of Zimbabwe (personal correspondence, 2004, July 12). (See Clip 7, 
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Chapter 6 on DVD). The only English lyric is the refrain "Nothing is 
impossible if you believe", which clearly echoes the film's underlying theme 
of faith. 
Russell discusses the link between oral storytelling and singing, pointing out 
that the oral tradition covers a variety of modes of expression from stories to 
epics, from poems to songs (9). Similarly, Tomaselli et al argue that the orality 
of African films is emphasised through the foregrounding of music, which 
can sometimes operate as a narrative voice in its own right (59). In fact, 
Kirikou and the Sorceress contains a moment in which rhythm alone is used to 
carry the narrative. (See Clip 7, Chapter 6 on DVD.) Kirikou's mother has told 
him that he will not be able to travel to the other side of the Forbidden 
Mountain to consult his grandfather. While she carries on steadily beating 
the grain in her pestle, Kirikou starts to mark out his own rhythm with his 
hand, with an irregular meter that contrasts with that of his mother. The 
camera slowly zooms in, while Kirikou taps with his hand, deliberating about 
what to do: the contrasting rhythm signifies that his path will diverge from 
the nofDl;, Upon completing his rhythm, Kirikou has made up his mind that 
he will venture through instead of around the Forbidden Mountain. In this 
instance, rhythm in combination with camera movement viscerally conveys 
interiority - allowing us to access Kirikou's thoughts - as well as carrying the 
narrative forward. 
Yet another way in which music operates as an autonomous narrative voice is 
through the key lyric that praises Kirikou, which is repeated in various 
guises, including: "Kirikou is small in size / But he's wise"; "Kirikou is very 
tiny / But he's mighty"; "Kirikou is so brave / Thanks to him we are saved". 
Thus the song, in all its variations, is used as a structural and thematic device 
that keeps returning the audience to the film's foundation in Kirikou' 5 quest -
and holds the stages of the narrative together. When the village children, and 
later the adults, sing this song in Kirikou's praise, the narrative is propelled 
by the shifting content of their adulation. Kirikou even hums the song as he 
sets off towards the Forbidden Mountain, as if to bolster himself; but at the 
same time, the melody - in being associated with his praises - describes the 
fact that this is a hero setting off on a grand quest. 
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FISlm ' 71: The children ~lnging and ct.mcing "' irik('1u'~ prai~<. 
Notably, the child ren'" praises arc alwa ys accompanied by d rtn ct'. Malkmus 
ilnd Annes point out that translating oral li teralure to the screen req uires that 
filmi c equiva lents for the live performance elements be dcvi.;;ed and included 
in the It'xl, and th,lt sometimes the visual ,1',{X'ct of,J11 o rZi I ~ tory tl ! lIing 
pertortnilllCe ma y involve dance (178). [n this way, the fcp\!ated dancing in 
K!rik{/!I IIlld tile 5{/rCf.'rcss possibly echocs something of the story'" o rig inal 
conk'xl. [n a d iSClIs"joll of thl.' film Faces of WOlll f'1I (19F>15: dir. De.:;ir": Ecarc), 
Di.1W;Ha M,I-\llt'S lh.1 ! song and dance are narrati ve proceo.;..,c<,; tha t carry the 
narrative forward (" Popu la r Culture" 116). Certainly, the dll<lg('r~' dances 
mMk thl..' mo ments of Kiriko u's s uccess aga lll"t K<u<lba, and .1Iway~ ~pur he r 
to Ill"\' Iw i6ht.:; of l'v il in Iwr rt'ta liiltio n. The end of the film, where Kar<lba 
ha ~ lost her power ... , j:. not marked by the jubil.1 lory dancing thilt one migh t 
exp(:ct: instead thl..' na rra tive ends w ith the re ~united mt'n a nd women 
l'mbracing t'.1Ch other in tranquil silence. It] s ,1 <; if the d ancing has been used 
not only \0 "pur the n.1fr,ltive on, but al:o;o to up the .lntl'. At the m OlTll'nt of 
rlL'JlOlIi'l1I{,lIl, stillness is perhap" a more appropriate re':>pon"e. 
[n fa ct, :->ung - and sometimes dance - IS a binding iea ture of mi.lll y children' " 
,1n im.'ltt'd films, w hether influenced by an oral traditIon or not. The I .ioll Killg 
includcs 1001g mu sical sequences, such as "Circle of Life" and "!-/akuna 
M atatil ". But in stead of being integral to the narrati ve, song~ ill Th t! Lion King 
.1cCl"""lmp<ulV riotou<' ~pectacks that drive the narrilti vc fo rwilTd only 
marg in,lll y .lI ll I)os.sibly the diHerencl..' is th.l ! in Kir/kat{ and lite 50fcfr,':;:;, the 
TIll''' U"", o j mU ';'Ic J~ "p'-'CI,lclc ra ihcT :him l1arrol~j\·e dClfl(:fl' r{;CoIlI~ dol"'~K Holl~'wnod 
mu ,.lc.ll ... (.1 tht! l QJ(k. before thc n' ign <l l GeIlC Kell y FC>T 1I,,.tan<(', InC mv.,t mc~or,lb le son~~ 
ill rh(' Get.! Ui.~",~ pf1911 (1933' di r. ~ t('rvyrl LeRoy) ,md H(JI/;f/l''J<.d 1/011'/ (1917' dir 8u<;by 
B<! r~el l'~' ) - "Wt,'re In Iht, ~ Ionern a nd Hooray for Hollywood· rcsrIXI! \'el)' - \Icrc 110 1 
d(!Signc.;\ to fu f thcr Ih.:- pt(lt~ Of d~\'..top tin' charadcr~, but W('fC ra ther sl.lnd'.l I') fl{' 
.. hOWpll'CC~ 
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same song is repeated - with variations - numerous times, and so becomes a 
structural device as in an oral tale, which relies on repeated strains 
throughout. By contrast, "Hakuna Matata" is sung only once in The Lion King. 
The "Circle of Life" opens the film's narrative and is briefly echoed at the end, 
literally bringing the narrative "full circle" - rather than giving pace and 
structure to a linear narrative as in Kirikou and the Sorceress. (See Clips 8 and 9, 
Chapter 8 on DVD.) 
Apparently what intrigued the composer for The Lion King, Hans Zimmer, 
was that animation, especially animation with animal characters, "works its 
audience magic on a purely subconscious level" (cited in Ward 36). Zimmer 
points out that not only do the words and the visuals combine to tell the 
story; the music is also consciously designed to follow "the emotional 
structure of the story itself' (cited in Ward 36). For instance, Zimmer 
composed a theme for the father character, Mufasa, which he believed should 
not be played after he died, except when he appears in the sky: 
~ou hear this theme when Mufasa explains the kingdom 
and responsibility to Simba, but it basically dies with 
Mufasa, and doesn't return until Mufasa reappears as a 
ghost. But it isn't linked to Mufasa. It's linked to the whole 
idea of being King, and Simba has to earn the right to have 
that theme, because he has forgotten all about responsibility 
and his role in life. (cited in Ward 37) 
The Lion King effectively portrays interiority via music that follows the story's 
"emotional structure". Conversely, in Kirikou and the Sorceress, music is used 
to structure the story, to move the journey forward via a series of stages, each 
marked by a variation on the theme song. On the contrary, The Lion King 
follows an "emotional structure" or curve, and in order to enhance this, 
certain characters - or the themes that they represent - are invested with 
musical leitmotifs. The music tends to define these characters and to 
underscore the emotions being played out on the screen, rather than to drive 
the narrative as in Kirikou and the Sorceress. 
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6.11 Conclusion 
Whereas The Lion King has very little in its story origins, themes or aesthetics 
to do with the continent of Africa, Kirikou and the Sorceress and, to a lesser 
extent, The Legend of the Sky Kingdom reflect African oral traditions and 
cultural expression. Neither film employs the griot, nor to any great extent 
the third person narration associated with many African films. Rather, the 
stories unfold through the action. However, Kirikou and the Sorceress does 
evoke its African oral roots in its repetitive use of dance and song, and in the 
sequence narrated somewhat detachedly by Kirikou's grandfather. 
The Legend of the Sky Kingdom, although not directly based on oral material, 
reveals a number of structural parallels with oral literature. Yet these are 
possibly more due to its mythical journey structure, than to African oral 
influences. Nonetheless, The Legend of the Sky Kingdom, like Kirikou and the 
Sorceress and The Lion King, involves journeys through dangerous physical 
spaces, which offer telling insights into Africa as a perilous and "othered" 
setting - and which also stand for the characters' inner journeys and initiatory 
~ 
processes. 
Most importantly, animation allows the filmmakers to externalise the realm of 
the imagination - that which exists in the "mind's eye" of the audience when 
listening to a storyteller. For animation is uniquely equipped to visualise 
magical processes such as metamorphosis and transformations that 
characterise many folktales, including those within the African oral tradition. 
Particularly with regard to animation aesthetics, voice-overs and music, the 
makers of Kirikou and the Sorceress and The Legend of the Sky Kingdom strive to a 
greater or lesser extent for African authenticity, while still considering issues 
of accessibility and the demands of the international market. I do not suggest 
in any way that African filmmakers have an obligation to strive for 
authenticity and self-representation, or to develop an African aesthetic and to 
tell "African" stories. But because Disney and Pixar are so dominant in the 
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international marketplace1l1, and because Mrican filmmakers cannot access 
the same resources, and therefore cannot compete in the market on a purely 
technical level, it seems astute to create animated stories that offer an 
alternative aesthetic, original stories and a divergent point of view. 
There are schemes in development to strengthen the animation industry in 
Africa. For one, UNESCO has launched" Africa Animated!" - an initiative 
that "assembles resources and expertise for the production of children's 
animated cartoons in Mrica" (Aznar n.p.). The scheme was launched in 2005 
with a series of regional training and production workshops. At a later stage 
there will be the establishment of a regional centre for animation training and 
production to address the absence of a formal training institution (Aznar 
n.p.). In South Mrica, the Animation Production Training Initiative aims to 
train a pool of animators, and to experiment with African imagery in 
animation, with a view to producing a full-length feature down the line. 
Thus it is within the context of an emerging animation industry in southern 
Africa tlWtt I need to consider the development of the film project Zinzi and the 
Boondogle. 
6.12 Implications fo  Zinzi and the Boondogle 
6.12.1 A South African narrative 
In working on the treatment and screenplay for Zinzi and the Boondogle, my co-
writer and I have deliberated about how to make a film that is recognisably 
South African, which neither resorts to stereotype, nor alienates a global 
audience. A voiding hackneyed cliches about South Africa is crucial in 
engaging with a local audience. At the same time, in order to be financially 
viable, Zinzi and the Boondogle needs to have a broad-based appeal to the 
international market Part of the film's allure should be its African branding 
and distinctive flavour; however, the story should be anything but parochial 
lest it lose that selfsame attraction. 
111 Since May 2006 Pixar has been a wholly owned subsidiary of the Walt Disney Company. 
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I am all too aware that - perhaps reflecting African cinema's propensity for 
social realism - the story of Zinzi and the Boondogle reflects social issues that 
may be confrontational for Western audiences: AIDS orphans, child-headed 
households and child labour. It is my hope that these will be rendered 
engaging through the use of fantasy, and that the film will convey a serious 
social message about empowerment without coming across as didactic or 
heavy-handed. 
I do not for one moment suggest that children's animated films should 
necessarily reflect "reality". Yet, because of the underlying theme of child-
headed households in Zinzi and the Boondogle, it is necessary with this film to 
convey a more contemporary view of African society - one that is 
geographically and temporally bounded, rather than one set in an idyllic 
never-never land. For this reason, Zinzi and the Boondogle is set in the urban 
reality of Cape Town today. Although the everyday word intersects in 
surprising ways with a magical realm, it is central to the film's message that it 
is from a prosaic world of hardship and poverty that the children make their 
forays into the fantastic. The otherworldly realm exists to provide 
possibilities for growth and self-knowledge, but should not undermine the 
pressing reality of the children's everyday existence. 
Thus Zinzi and the Boondogle aims to be contemporary and South Mrican in its 
setting and tone; yet at the same time the story is partly inspired by the 
ancient European tale of Rumpelstiltskin. This will inevitably give rise to 
cultural disjunctions: Kirikou and the Sorceress, in particular, offers some 
valuable insights into the contradictions that might arise out of cultural 
appropriation. As discussed, there are times when Ocelot's determination to 
espouse rationalism sits rather uncomfortably with the magic of the original 
tale. The resulting anomalies raise crucial considerations about fidelity to 
original material, and the hazards of adapting oral tales and projecting onto 
them one's own set of meanings. 
Is it acceptable, for instance, to allude in any way to African cosmology, in 
suggesting that the character of Gogo (literally Grandmother) can traverse the 
everyday and magical realms? Although it is never stipulated that Gogo is an 
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igqirhakazi or healer1l2, she wears beads, which are associated with the role, 
and is endowed with skills in trance and divination. Cultural critics could 
well critique the incorporation of African cosmology as appropriation, and as 
being inaccurate. However, the idea is that Gogo is an archetypal "wise 
woman" figure with certain fantastical powers, rather than a traditional 
healer: she is not intended to be an anthropologically accurate figure, but to 
fulfil a story role. 
Similarly, the Boondogle is not a pre-existing figure from African folklore. 
Zinzi and the Boondogle is not meant to be a direct or faithful adaptation of 
African oral literature: it is a narrative that alludes to both European and 
African folkloric traditions, that embodies Western notions of the fantastic as 
well as African cosmological belief. Out of the gaps and intersections there 
will inevitably erupt ambivalences and anomalies, but perhaps these most 
accurately reflect the disjunctions of a post-colonial, multi-cultural society 
rather than endorsing an essentialist view of what is /I African enough".113 
6.12.2 Western fantasy meets African folktale 
On the one hand, then, Zinzi and the Boondogle is inspired by the European 
fairy tale of "Rumpelstiltskin" and employs classic fantasy devices such as 
hesitation; on the other hand; the script is rooted in African conceptions of 
parallel realms, and on the mythology of African beadwork. 
In the classic "Rumpelstiltskin" tale, a poor woodcutter boasts to the king that 
his daughter is able to spin straw into gold. The king brings the daughter to 
the palace and orders her to spin a roomful of straw into gold by sunrise, or 
else she will die. In Zinzi and the Boondogle, the king's equivalent is the 
landlady Mrs Valentine, who threatens to tum the children out of their home. 
112 Igqirhakazi is the isiXhosa term for healer - appropriate to Gogo since this is a story taking 
place in the Western Cape where the Xhosa language is predominant; the more commonly 
used sangoma is the Zulu term. 
113 It is also worth noting that Cape Town is a cosmopolitan city, which has seen waves of 
different immigrants over the centuries: from the original Bushman peoples of the Cape to 
Malay slaves; Xhosa, Dutch and English settlers; Chinese, Greek, Portuguese and East 
European Jewish immigrants; and most recently, West- and Central African refugees. 
Naturally, these people have all brought with them their own cultural and spiritual 
traditions, so contributing to what cannot possibly be seen as a singular Cape Town culture. 
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The only way Zinzi can save her family is by beading an impossible number 
of badges in lieu of rent. 
Much African folklore is concerned with the crossing of thresholds, and Zinzi 
and the Boondogle also draws on this concept of a parallel realm that provides 
opportunity for growth and self-knowledge. Zinzi's interaction with 
personified creatures draws on traditional modes of African storytelling, in 
which children cross into parallel realms and speak with ancestors or spirit 
creatures. It is our aim to bring this idea of slippage, a notion traditionally 
rural in context, into the contemporary urban landscape.1l4 
The best-known character in Xhosa folklore is the Tokoloshe, whom the 
Boondogle recalls in his capricious mix of playfulness and vice. According to 
Penny Miller, the Tokoloshe, because of his many enemies, only allows 
himself to be seen by children, whom he befriends and trusts; likewise only 
children can see the Boondogle in his undisguised form (102). The Tokoloshe 
is usually kept by a witch, and eats her food and drinks her milk in exchange 
for carrying out her evil requests (Miller 102). Similarly, the gluttonous 
Boondogle produces the badges in exchange for sustenance. Most cI'tl'@ially, 
the Boondogle is the manifestation of Zinzi 's terror in the same way that the 
Tokoloshe is perceived to feed off fear. 
The Boondogle, rather than emulating an existing figure, represents a fusion 
of three creatures that are common around Cape Town - the baboon, dolphin 
and eagle, which represent the mountain, sea and sky respectively. Anderson 
and Kreamer discuss "mediators whose abilities to move between opposing 
realms endow them with ambivalent yet powerful qualities" (26). For 
instance, the Sherbro of Sierra Leone see pangolins, which have fishlike scales 
but can climb trees, as mediating between the three tiers of the universe -
land, water and sky (Anderson and Kreamer 26). The Boondogle in fusing 
different creatures is similarly empowered to negotiate disparate realms: 
land, water and sky, and also the Real- and Bead Worlds. 
114 For an in-depth discussion of African human and spirit worlds, see Martha G. Anderson 
and Christine Mullen Kreamer's Wild Spirits, Strong Medicine: African Art and the Wilderness 
(11-80). 
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Furthermore, the Boondogle's composite creatures all carry significance in 
traditional Southern African cosmology. According to Miller, the baboon, like 
the Tokoloshe, is also often seen as the witch's familiar (102).115 Miller relates 
a story from Bushman folklore, which tells how baboons were originally little 
people, but mischievous and quarrelsome (14). One day they hanged the 
chief's son, and started chanting and dancing in celebration. Seeing the chief 
coming, they changed their chant, until a little girl persuaded them that the 
original was much better. So they sang and danced as before. Meanwhile, 
the chief fetched a basket of pegs and crept up behind the baboons, and drove 
a peg into each one's backside. They bound shrieking off to the mountains 
with inflamed bottoms, their tails sticking up behind (Miller 14). Just like the 
baboons, the Boondogle loves to perform, and revels in the chant and dance 
routine he uses to conjure up the badges. Zinzi, like the little girl in the tale, 
manages to outwit the Boondogle precisely because of his vanity and the fact 
that he cannot resist extending his game plan. 
Zinzi and the Boondogle also draws on the African folkloric tradition whereby 
the bird~ heralded as a messenger from the Other World - and sometimes 
has a saviour function (Knappert 38). Creatures who serve as go-betweens 
between this world and the next are often found at thresholds, for example 
rivers and crossroads (Anderson and Kreamer 57). Vuyo finds the mother 
eagle soaring above the highest crag - the threshold between earth and sky. 
The eagle provides him with one of her wing feathers, which later proves 
invaluable in the magical ritual that saves the children from entrapment in the 
Bead World.116 
The dolphin represents the realm of the sea, which is often seen in African 
mythology as the ancestral realm, where the spirits of the deceased reside 
(Miller 98).117 Zinzi's journey through the ocean underworld is another 
manifestation of the idea that other realms linger beneath the surface of the 
everyday. Danger lurks in this netherworld that takes ingenuity and bravery 
to overcome: Zinzi has to disentangle herself and the dolphins from the net -
115 "He is the foot of a baboon" is a Xhosa proverb referring to a treacherous person (Miller 
104). 
116 Interestingly, Anderson and Kreamer point out that in Benin culture, the eagle feather is 
sometimes used in rituals (49). 
117 Anderson and Kreamer discuss water spirits in detail, including underwater universes 
crowded with fantastic beings (49-53). 
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paralleling how she has to get out of another trap of her own making, namely 
her fear of and dependency on the Boondogle. 
While I would like Zinzi and her siblings to be dearly South African, and for 
the story to feel authentically local, I also believe that the blending of western 
and African elements in the storytelling makes the story more internationally 
accessible. It is my co-writer and my intention that the story will appeal to 
audiences of a variety of socio-economic and cultural backgrounds: that some 
will identify with the reality, others with the universal message of 
overcoming fear. 
6.12.3 Alternative realities 
Like animation, the cinefantastic is powerful because it offers a way to "film 
the unfilmable" and to express "unspeakable" alternatives to the reality of 
everyday life. Fantasy has the inherent possibility for subversion, offering 
possibilities that can only be seen through the blurring of reality and illusion. 
However, as Russell has pointed out, much of the critical theory re~g to 
the fantastic is based on Western literary theory, which is concerned with the 
individual in both social and psychological terms (10). Therefore, in drawing 
on African folklore in addition to Western notions of fantasy, it is important 
to acknowledge the connections between the real and spiritual worlds in the 
context of African belief systems. 
African conceptions of space are particularly pertinent to the construction of 
Zinzi and the Boondogle. Anderson and Kreamer discuss spirit worlds in 
African mythology, which have been described both as mirrors and as 
inversions of the human world (45). The Bead World is very much a mirror of 
the real one, a pattern described by Lion Siroto as follows: 
The traditional African did not conceive of the unseen world 
and its inhabitants as inordinately fantastic or disorganized. As 
a projection of man's own world, the unseen world was 
characterized by order and its inhabitants showed due concern 
224 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
Zinzi and the Boondogle, in the vein of much African folklore, is concerned with 
the crossing of thresholds. Animation allows us to visualise stories that cross 
into the imaginative realm, and would ordinarily play themselves out only in 
the "mind's eye". What does seem critical is to employ animation that reflects 
contemporary African aesthetics. 
6.12.4 An African aesthetic 
I have argued that 3-D animation can appear overly flat and slick, and lack 
texture and depth. Yet 3-D offers all sorts of imaginative possibilities, and is 
less labour intensive and increasingly more affordable than the stop frame 
animation employed in The Legend of the Sky Kingdom. The discussions 
around Zinzi and the Boondogle have suggested that the artists interpret 3-D 
animation within an African aesthetic: a more rich and textured - and 
ultimately convincing - appearance could be created by filming found or 
specially-made objects and then animating these via 3-D technology . 
... 
I am beguiled by the possibilities that "junkmation" affords - particularly in 
creating a contemporary and three-dimensional African aesthetic. To this 
end, I would like to draw on the aesthetic of contemporary beadwork: this 
would create a unique look not only for the Bead World scenes, but for many 
aspects of the animation - for example colour schemes, patterning and 
backgrounds. And just as Ocelot draws on the West African sculptural 
tradition to create his laser-shooting fetishes, Zinzi and the Boondogle will draw 
on African figures such as the two-headed dog in creating the ironic and 
omniscient guard to the Bead World portal. 
Beadwork itself will also be recurrently visible throughout the film, given that 
the badges themselves are pivotal to the plot. And wherever possible, 
allusion will be made to the historical and social role that beadwork plays 
within South Africa. For beads have long been used to communicate 
messages, where both colour and design have significance. This tradition is 
evoked when Mrs Valentine bestows a badge, known as a "Zulu love letter", 
upon the Boondogle. This is in keeping with the practice whereby bead work 
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flows from females, the designers and manufacturers, to males - their 
traditional clients (Schoeman n.p.). In a specious show of affection, the 
Boondogle accurately interprets the connotations of different colours, 
according to Zulu bead iconography: "White's a heart as pure as you / Red's 
for love that's strong and true .... " 
Notably, beads have a communicative function not only in conveying love 
messages. Traditional healers wear beads that symbolise their power to 
communicate with the spiritual realm: in fact, "to take up the beads" is the 
term used to describe undergoing initiation as an igqirhakazi apprentice. As 
mentioned, Gogo's role as a "seer" is signified by the fact that she wears the 
white beads associated with the healing profession. 
Furthermore, beads have been used in the past as currency for trade. 
Appropriately then, in Zinzi and the Boondogle the beads represent the 
children's livelihood as they make badges in lieu of rent. Moreover, the beads 
drive the "barter system", which Zinzi unwittingly implements with the 
Boondogte. The Boondogle refers to this range of beadwork functions when 
he first introduces himself to Zinzi: 
From Afric's north to southern shore, 
Stretching back to days of yore, 
Beads have taken pride of place: 
Wealth of kings, diviner's grace. 
Lover's letters, trader's coin, 
In beads you'll find these roles conjoin! 
Indeed, just as beads have traditionally been used for both communication 
and trade, Zinzi both communicates and barters with the magical world 
through her bead work. 
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6.12.5 Girl at the helm 
"Beading is for girls!" Sam cries when the children are landed with the 
daunting task of creating their first hundred badges. The other children stare 
at him, and the inanity of his position is quickly made clear when Zinzi asks 
whether boys prefer to live on the pavement. In an African context, an acute 
awareness of gender is essential in addressing children -long used to female 
subservience. So a very early impetus behind the film was to create an 
adventure with a girl at the helm. Significantly, a predominance of male 
heroes emerges in the discussion of "African" films in this chapter, in contrast 
with to Miyazaki's shOjo narratives. Zinzi and the Boondogle is critically a 
female centred narrative, which recognises and values the powers of women 
and girls in a stubbornly patriarchal context. 
Just as Ocelot tries to address gender relations in having Kirikou and Karaba 
debate equality in their prospective marriage, it is also my concern to make a 
film that encourages equality. I specifically do not want to cast Zinzi as a self-
sacrificing nurturer who trades life opportunities and personal development 
for maintaining family and relationships. She is portrayed as an adv~turess 
and a hero - not only because of the nurturing role that she plays. In fact, she 
is reticent about her all-consuming role of caregiver, and she clearly looks 
forward to returning to school. It is critical too that Zinzi's younger brother 
Vuyo is given a role in helping her to meet the beading deadlines, and in 
caring for little Leila. Lloyd's discussion, in The Man of Reason: 'Male' and 
'Female' in Western Philosophy, of emotion as something not opposed to reason 
(xix), pertains to Zinzi's emotional quest. For Zinzi manages to overcome her 
fear by integrating shrewd business sense (the bead bargain with Mrs 
Valentine), with physical, practical steps (the adventure), and loving care for 
her siblings. 
There is, of course, another more malevolent subtext relating to gender that 
underlies the film: the Boondogle early on spots Leila and decides that she 
will be his prize. We veer away from sexual overtones that might frighten 
and alienate our child audience. However, on an oblique level, the story 
intends to allude to the trafficking and exploitation of children in South Africa 
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- a country where, according to the International Labour Office Report of 
2004, roughly 53,000 children, almost all girls, are in domestic employ. lIB 
6.12.6 Accent and language 
Besides the issue of gender, crucial concerns that have arisen out of watching 
Kirikou and the Sorceress and The Legend of the Sky Kingdom are those of accents 
and language. I am determined that accents should be South African, but am 
aware that in order that they be internationally comprehensible, they may 
well need to be more middle class than is strictly appropriate. Moreover, 
there is no one "South African accent", but rather a multitude of accents -
making accurate representation nigh impossible. The challenge is to strike a 
balance between local authenticity and international accessibility.1I9 
Language has been a locus of debate from the start, as my co-writer and I 
have aimed to make the film internationally accessible. Zinzi and her siblings 
may nea:! to use less local lingo than the ideal, yet we do not want to rob the 
dialogue of all local flavour. It should be possible to include some linguistic 
signifiers (the odd colloquialism such as "skollie" for hooligan, and "ja" 
instead of "yes") in order to locate the film firmly in Cape Town - without 
running the risk of alienating children elsewhere. There has been a 
movement towards rendering South African movies multilingual: the low 
budget movie scheme DV8 is a case in point,120 and there is ongoing dialogue 
118 The International Labour Organisation's "Facts on Child Labour" claims that at 26%, or 
close to 50 million child workers, the proportion of children engaged in economic activities in 
sub-Saharan Africa, is currently the highest of any region of the world. 
119 On 3 December 2006 I met with Stuart Forest, the director of Triggerfish, an animation 
company in Cape Town, which is developing the concept designs for Zinzi and the Boondogle. 
I watched the pilot for a feature that Triggerfish is animating, set in Zimbabwe, but being 
largely funded by a North American organisation. I complimented the use of African 
accents, which I found particularly clear and accessible. However, he told me - with some 
regret - that the company had been requested to re-dub the piece using American actors, as 
the African accents were deemed too difficult to understand. Sadly my measure of 
accessibility may not be realistic in terms of expectations within the international 
marketplace. 
120 DV8 is a local initiative that develops, finances, produces and distributes low-budget South 
African films. Their output so far has included Forgiveness (2004: dir. Ian Gabriel), Max and 
Mona (2005: dir. Teddy Matera), Bunny Chow - Know Thy Self(2006: dir. John Barker) and SMS 
Sugar Man (2006: dir. Aryan Kaganof). 
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- a country where, according to the International Labour Office Report of 
2004, roughly 53,000 children, almost all girls, are in domestic employ. us 
6.12.6 Accent and language 
Besides the issue of gender, crucial concerns that have arisen out of watching 
Kirikou and the Sorceress and The Legend of the Sky Kingdom are those of accents 
and language. I am determined that accents should be South African, but am 
aware that in order that they be internationally comprehensible, they may 
well need to be more middle class than is strictly appropriate. Moreover, 
there is no one "South African accent", but rather a multitude of accents -
making accurate representation nigh impossible. The challenge is to strike a 
balance between local authenticity and international accessibility.ll9 
Language has been a locus of debate from the start, as my co-writer and I 
have aimed to make the film internationally accessible. Zinzi and her siblings 
may netPd to use less local lingo than the ideal, yet we do not want to rob the 
dialogue of all local flavour. It should be possible to include some linguistic 
signifiers (the odd colloquialism such as "skollie" for hooligan, and "ja" 
instead of "yes") in order to locate the film firmly in Cape Town - without 
running the risk of alienating children elsewhere. There has been a 
movement towards rendering South African movies multilingual: the low 
budget movie scheme DV8 is a case in point,120 and there is ongoing dialogue 
118 The International Labour Organisation's "Facts on Child Labour" claims that at 26%, or 
close to 50 million child workers, the proportion of children engaged in economic activities in 
sub-Saharan Africa, is currently the highest of any region of the world. 
119 On 3 December 2006 I met with Stuart Forest, the director of Triggerfish, an animation 
company in Cape Town, which is developing the concept designs for Zinzi and the Boondogle. 
I watched the pilot for a feature that Triggerfish is animating, set in Zimbabwe, but being 
largely funded by a North American organisation. I complimented the use of African 
accents, which I found particularly clear and accessible. However, he told me - with some 
regret - that the company had been requested to re-dub the piece using American actors, as 
the African accents were deemed too difficult to understand. Sadly my measure of 
accessibility may not be realistic in terms of expectations within the international 
marketplace. 
120 DV8 is a local initiative that develops, finances, produces and distributes low-budget South 
African films. Their output so far has included Forgiveness (2004: dir. Ian Gabriel), Max and 
Mona (2005: dir. Teddy Matera), Bunny Chow - Know Thy Se1f(2006: dir. John Barker) and SMS 
Sugar Man (2006: dir. Aryan Kaganof). 
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around "progressive language policy" (Krouse n.p.). Even the broadly 
popular Leon SchusterI2I switches between different South African languages. 
But there is a crucial difference: Zinzi and the Boondogle is a film targeted 
primarily at children. So subtitling as employed by DV8 films, and by Leon 
Schuster, is simply not an option, as this would altogether miss the pre-fluent 
reading age group. As far as dubbing is concerned, this will depend on 
whether the film is made as a mixture of live action and animation, as 
originally conceived, or is entirely animated. Of course if the film is animated 
throughout, accent and language are infinitely mutable, as the film could be 
dubbed in accordance with market demands. 
6.12.7 Underscoring the journey 
Music as a carrier of culture will playa vital role in positioning Zinzi and the 
Boondogle as an authentically South African film, and also in underscoring 
Zinzi's emotional journey. I envisage Zinzi and the Boondogle as utilising both 
scored instrumental music and a soundtrack with songs that speak to the 
<-.. 
story - either found or specially composed. . 
Diegetic music will be used in the opening New Year's scene, which features 
a parade of Cape minstrels, situating the film immediately within the Cape 
Town 10cale.I22 On an emotional level, the music conveys unmitigated cheer, 
and this works by way of counterpoint to Zinzi's miserable frame of mind. 
As the crowd chants, "Ten, nine, eight, seven ... " - working up momentum 
towards the moment of New Year - Zinzi sinks into herself with a deep sigh. 
With her mother dying, there is certainly nothing to celebrate, and the 
boisterous music only throws her gloom and isolation into sharp relief. It 
121 Leon Schuster is a director of South African slapstick comedies, and although his work is 
almost uniformly dismissed by critics, his films are the only ones in South Africa to ensure 
profitable box office returns. His output includes Panic Mechanic (1997), Mr Bones (2001), Oh 
Shucks ... I'm Gatvol (2004), and Mama Jack (2005). 
122 Many locals call these performers "coons", but this is considered pejorative for the word's 
slave connotations, so the politically correct - although not widely used term - is "minstrels". 
The annual Cape Town Minstrel Carnival, also known by its Afrikaans name of Kaapse Klopse, 
is held annually on January 2 or Tweede Nuwe Jaar (Second New Year). Competing teams 
parade in brightly coloured costumes, either carrying colourful umbrellas or playing musical 
instruments. The minstrels also perform non-competitively on New Year's Eve, which is 
when the opening scene in Zinzi and the Boondogle takes place. 
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would be effective to include a strain of the opening music in the film's 
closing score, where Zinzi - outside her home in the street once more - is 
shown to be strong and free. Musically coming full circle, as in The Lion King, 
would emphasise, albeit perhaps only on a subliminal level, how far Zinzi has 
come in her journey to overcome her fear. 
Anahid Kassabian, in Hearing Film: Tracking Identifications in Contemporary 
Hollywood Film Music, discusses film music as a gendered, culturally and 
ideologically loaded semiotic system - central to positioning the spectator 
emotionally in the text, and facilitating identification with characters. To this 
end, Kassabian maintains that that there is not only diegetic and non-diegetic 
music, but a third kind, namely source scoring, which II combines aspects of 
source music and dramatic scoring in terms of both its relationship to the 
film's narrative world and its coincidence with the onscreen events" (45). 
Source scoring occurs in the funeral scene of Zinzi and the Boondogle, which 
features a Xhosa song of mourning. What begins as source music - a song 
being suri8 by Gogo and her fellow mourners - progresses to match the 
dramatic events as if it were dramatic scoring. For instance, Zinzi tries to sing 
along, but finds her voice chokes up. This could take place at an instant of 
lull, where the song dips in volume. The moment when Vuyo lifts his teary 
eyes from the coffin to the dark mountain, and sees an eagle flying 
silhouetted against the cloud, could be accompanied by a tumultuous 
wheeling in the song. The shovels patting earth on the new grave, and hands 
laying down posies, could work in rhythmic conjunction with the singing. 
Finally, Vuyo laying down on the grave a picture of the four children with 
their mother could be timed to match the song's crescendo. Even when the 
singers stop and leave the funeral, a composed non-diegetic score, using the 
same melody, could continue under Gogo's conversation with the children. 
Notably, the funereal music directly articulates Zinzi's grief, rather than 
working by counterpoint, as in the carnivalesque music of the film's opening 
scene. 
While both the minstrel and funeral singing are rooted in traditional South 
African music forms, I also hope to use more contemporary genres of local 
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music in the compiled-composed combination that will make up the 
soundtrack of Zinzi and the Boondogle. Conceivably, Kwaito123 and hip-hop are 
new manifestations of the oral tradition, as argued in "Zulu Oral Art" by H.C. 
Groenewald, who speaks of such styles as having a traditional base, with 
songs that are created orally (89). As such, Kwaito and hip-hop could be 
utilised not only to create mood, but also to deliver commentary on the story 
itself, much as do the refrains in Kirikou and the Sorceress. For instance, there is 
an upbeat moment when Zinzi rides off on the back of the dolphin, who 
churns through the water - sending white foam spraying in all directions. 
This high point could be underscored by a melodious Kwaito song, with 
words that externalise Zinzi's thoughts. The sentiments she calls laughingly 
into the wind - "Okay, Boondogle, I bet this wasn't part of your game plan! I 
am Queen for today!" - could be rewritten, using rhyme and rhythm as part 
of a buoyant Kwaito song. Alternatively, or in addition, the lyrics could 
allude forebodingly to unseen dangers ahead in the shape of the Boondogle's 
net. 
In keeping with fairly conventional dramatic scoring, a particular leitmotiv 
could be used for the three different animals, the baboons, dolphins afltl 
eagles.124 These should capture the essence of each animal, as described by 
the Boondogle: "Baboon of guile, and Dolphin swift, Eagle fierce - each has a 
gift." It follows that the Boondogle's signature melody would ideally 
combine elements of all three leitmotivs. 
Music will playa vital role in enacting transitions between realms, for 
instance the bead women's haunting melody will be used to delocalise and 
defamiliarise space as they magically transport the children into the Bead 
World. This is another instance of source scoring, in that what starts out as a 
123 Kwaito is a music genre that emerged in Johannesburg in the early 1990s.1t is based on 
house music beats, but typically at a slower tempo and containing melodic and percussive 
African samples that are looped, deep basslines and often vocals. More recently, Kwaito 
artists such as Zola have rapped their lyrics in a hip-hop style, while others such as BOP and 
Oskido have sped up their beats and toned down the male chants to create a softer form of 
Kwaito or African house. 
124 According to Kassabian, leitmotiv is a Wagnerian term that has become standard in film 
music criticism, and is defined by the Harvard Brief Dictionary of Music as follows: "a short 
theme or musical idea consistently associated with a character, a place or an object, a certain 
situation or a recurrent idea of the plot ... These motifs are used, not as rigidly fixed melodies, 
but in a very flexible manner .... " (cited in Kassabian 50). 
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diegetic song, dramatically underscores the children's transition - matching 
the shifts in the coloured patterns that Zinzi sees in her mind's eye, 
accompanying the children's convulsing limbs, and only trailing off well after 
the children's entry into the Bead World - where the singing women are no 
longer present. 
Finally, in line with expectations of children's films, a theme song would be 
effective in binding the narrative and subtly alluding to the film's central 
message about fear. Kassabian points out that the theme song, where it exists, 
is generally given a high degree of attention, and that audience members may 
be familiar with it before they enter the viewing situation - from the radio, 
television advertisements, or film trailers (53). He points out that whereas it 
occurs most often during the main titles and/ or establishing sequence, it 
often appears later in the film, functioning as a kind of leitmotiv (53). I believe 
that a theme song would be invaluable as a marketing device, and should 
position the film as urban, contemporary, brimming with adventure - and as 
eminently South African . 
... 
In seeking fresh and viable means to make Zinzi and the Boondogle a product of 
its continent, it is gratifying to watch films that to different extents draw on 
aspects of Mrican cultural expression. Kirikou and the Sorceress and The Legend 
of the Sky Kingdom, as well as The Lion King, foreground a number of points 
worth considering in making Zinzi and the Boondogle - particularly with 
regard to cultural appropriation, conceptions of space, animation aesthetics, 
gender portrayal, and the employment of language and accent. In attempting 
to produce Zinzi and the Boondogle as an animated African feature, it would be 
foolhardy not to evaluate both the successes and shortcomings of the few 
precedents that do exist. This evaluation also serves to suggest ways in which 
African storytelling and aesthetics, transferred into the medium of animation, 
can best externalise the "mind's eye" - the realm of the imagination - in 
cinematic terms. 
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CHAPTER 7 
Screenplay into Novel 
7.1 Introduction 
This chapter investigates questions that have arisen out of the adaptation into 
a short novel of the screenplay Zinzi and the Boondogle. After two option 
agreements on the screenplay had fallen through, my co-writer and I decided 
that a novel version would be another means of "getting the story out there", 
with a view to a film being produced further down the line. I call the 
resulting work a "reverse adaptation", given that it is far more common to 
base films on books than vice versa. The chapter investigates the ways in 
which the screenplay, a pre-filmic visualisation, diverges from the novel-
specifically as regards the depictions of the characters' inner states. 
Theories of adaptation revolve predominantly around the transformation of 
novels, short stories and plays into films; very little has been written ~out the 
"reverse adaptation" from film to novel.l25 Of course, the novel Zinzi and the 
Boondogle does not strictly constitute the reverse of a "novel to film" 
adaptation, given that the film has not yet been made. Instead, I will be 
discussing the translation from one essentially verbal document - the 
screenplay, to another - the novel. However, the visuals and sound are 
crucially preconceived in filmic terms in the screenplay, which indicates in 
many ways how the film itself could be realised. 
125 One partial exception is Sharon Ouditt's chapter about Virginia Woolf's "cinematic" 
writing in relation to Sally Potter's 1993 film adaptation Orlando (148-56). Ouditt looks at 
Woolf's essay "The Cinema" in the light of Potter's adaptation, and suggests that cinema 
gives birth to a new form of fiction: for in the novel Orlando, Woolf absorbs cinematic devices 
- adapting zooms, change-in-focus, close-ups, flashbacks, dissolves and tracking shots. In 
other words, it is written almost as a screenplay - but this is, of course, not the same as 
writing the novel of the film. There have also been studies of cinema's influence on literature: 
for instance, Edward Murray discusses the cinematic novel, arguing that the novel and film 
need to be able to "coexist in their legitimate spheres - now and then even fruitfully 
influencing one another without either art violating the basic integrity of the other" (296-7). 
His concern seems to me unfounded, based as it is on a view of literature and film as 
immutable and essentialist art forms. 
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According to Thomas Elsaesser and Warren Buckland, it is customary for 
mise-en-scene critics to privilege the filming over the script, downplaying the 
film's plot and focusing instead on "the process by which the script has been 
translated to the screen" (89). Bernard F. Dick puts it this way: "the script 
recedes into the background as it changes from a verbal to a visual text, so 
that by the time it has been complete, the words have been translated into 
images" (cited in Elliott 7). However, Kamilla Elliott rejects the idea that films 
have nothing to do with words, and the notion that films are only about 
visual language, pointing out that most screenplays consist predominantly of 
dialogue, which enters film directly as words (7). 
Thus I propose that the screenplay should not be seen as a stand-alone 
document. Instead I will refer to the screenplay as a pre-visualisation of the 
film, in order that I might consider how the film could represent interior 
consciousness in ways not possible in the novel. I will specifically discuss 
ways in which the director and crew could shoot and cut specific sequences 
detailed in the script. Conversely, I will also consider the ways in which the 
novel cctn describe interiority in ways not possible on the screen. 
The film critic Pauline Kael claims: "Movies are good at action; they're not 
good at reflective thought or conceptual thinking" (cited in Starn, "Dialogics" 
59). My thesis takes issue with this view, arguing that, although films are 
more easily suited to action, they do have the capacity to describe reflection, 
thought and inner states of mind. Interestingly, the process of "reverse 
adaptation" has been invaluable in putting my thesis to the test, as it were. 
For the conversion of Zinzi and the Boondogle across media has clarified ways 
in which literature and cinema can differently externalise states of mind - and 
thus has elucidated aspects of the relationship between verbal and visual 
language. 
7.2 Verbal"versus" visual language 
The novel of Zinzi and the Boondogle is fairly close to the screenplay, so much 
so that the novel could - after Wagner's definitions - be labelled a 
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"transposition" .126 However, despite the proximity of novel to screenplay, 
there are telling divergences between the two media. Thus dialogues around 
adaptation are particularly germane to my investigation, given that 
adaptation studies have extensively explored the differences between novels 
and films. 
In the section entitled" A poor cousin to written fiction?" in Chapter 1, I 
discuss the debates around verbal and visual language, and dispute the 
notion that cinematic images perform all the work of the imagination for 
spectators. I particularly contest George Bluestone's argument in Novels into 
Film that the rendition of mental states cannot be as adequately represented 
by cinema as by the written word (47). It is the very challenge of screening 
interiority that this thesis investigates, and I am convinced that film merely 
employs different means for conveying mental states. 
James Naremore believes that "the Bluestone approach relies on an implicit 
metaphor of translation, which governs all investigations of how codes move 
across sign systems" (7-8). According to Naremore, writing in this category 
usually "tends to valorize the literary canon and essentialize the natd!'e of 
cinema" (8). Robert Starn points out that the traditional language of filmic 
adaptation of novels has often been moralistic, using terms such as 
"infidelity", ''betrayal'', "deformation", "violation", "vulgarisation", 
''bastardization'' and "desecration" (Literature through Film 3). The 
valorisation of the literary canon is clearly problematic. Nevertheless, 
identifying the essential differences between literature and cinema is crucial 
to my investigation. The problem, as Robert B. Ray points out, is that 
adaptation studies have typically advised readers of the cinema's limitations: 
"it had, for example, no tenses, no means of maintaining strict points of view, 
no descriptions, and no way of revealing "interior consciousness" (46). 
Indubitably, outside of voice-over, cinema does not have literature's direct 
capacity for conveying interior monologue. However, there are other means 
of conveying interior consciousness via film, as there are uniquely cinematic 
126 Wagner distinguishes the "transposition" - a novel that is directly given on screen - from 
the II commentary", where an original is either purposefully or inadvertently altered in some 
respect. The "analogy" he defines as a film that changes a film's essential context (223). 
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ways of dealing with tense, with point of view and with descriptions - all of 
which I shall explore in this chapter. Imelda Whelehan describes the process 
of presenting a literary text on film as one in which 
... the stock formal devices of narrative - point of view, 
focalisation, tense, voice, metaphor - must be realised by quite 
other means, as this is where the creative mettle of the adapter is 
put supremely to the test. (9) 
There are undoubtedly a number of instances where "other means" proved 
necessary in converting the screenplay of Zinzi and the Boondogle into a novel, 
and these helped to throw into sharp relief ways in which cinema can 
uniquely convey the life of the mind. 
7.3 Embedded detail 
The md~ immediate challenge of writing from screenplay to novel was that of 
capturing the detail that I had stored in my own mind, for want of space in a 
screenplay's necessarily brief format. Given that in writing the screenplay I 
envisioned myself not only as co-writer, but also as the director of the film, I 
felt it was safe to leave out a degree of detail- for instance the specifics of 
what locations looked like. Consequently the novel in its roughest draft, 
which was more or less a transcription into full-sentence prose, was thin on 
the descriptive front, and required filling out to make the setting and action 
come alive in the reader's imagination. The following scene from the 
screenplay, for example, translates into a longer and more vivid passage in 
the novel - both of which I quote in full. I have included the ending of the 
previous scene, as I will discuss the scene transition in due course: 
MOTHER 
Happy Hew Year, my darling children. 
Fighting back the tears in her eyes, Zinzi pulls away from 
her mother's arms and goes to the doorway. Her slight 
figure stands alone, outside the circle of warmth. 
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Zinzi stares across the crowd and over the row of rooftops 
towards the harbour lights. The tears in her eyes reflect 
the fireworks exploding outside. 
DISSOLVE TO: 
EXT. GRAVEYARD - AFTERNOON 
Zinzi stands alone with tears in her eyes. 
The gum trees rattle and creak in the wind. 
Leila and Sam hang on either side of Vuyo. Leila holds her 
Teddy. Sam scuffs his best shoes in the dirt, with little 
repetitive kicks. 
The children are part of a small GROUP OF MOURNERS, 
including Gogo wham we met in the opening scene. Her bead 
bangles slide on her arms as she sways, leading the singing. 
The beaded gourd swings from her necklace. 
Zinzi tries to sing along but her voice chokes up. 
She picks up Leila and draws her tight. 
Gogo slips an ostrich egg bangle from her arm and places it 
on the coffin, which SEVERAL MEN are lowering into the grave 
on ropes. 
Vuyo lifts his teary eyes from the coffin to the dark 
mountain. For a few moments, he gazes at an EAGLE, its great 
wings silhouetted against the cloud - swooping with the 
wind. 
Shovels pat earth on the new grave. Hands lay down posies.~ 
Vuyo moves a bouquet to anchor down a drawing of the four 
children with their mother and father, sitting around a 
table. 
(Appendix: draft screenplay, 7-8) 
'Happy New Year, my darling children,' says their mother, drawing them 
all close. Fighting back the tears that prick her eyes, Zinzi pulls away 
from her mother's arms and goes to the doorway. Her slight figure stands 
alone, outside the circle of warmth. I can't handle this right now. 
Zinzi gazes out across the crowd and over the row of rooftops 
stretching down the street, to the last of the fizzling fireworks exploding 
over Cape Town's harbour. 
CHAP1ER 2: Rain in January 
Dark clouds billow over Table Mountain to hang heavily over the city. 
The children stand huddled together beneath a cluster of gum trees, whose 
branches rattle and creak in the strong north-westerly wind. 
Zinzi looks at an old woman, known by everyone as Gogo - or 
Granny. She sways back and forth, the bead bangles sliding around on her 
arm as she leads the small group of mourners in a haunting song. Her 
strong voice slips in and out of harmonies, threading the tune together. 
Zinzi tries to sing along, but her voice chokes up with tears. 
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Gogo slips a bangle from her arm. It is threaded with beads and 
the shells of ostrich eggs. Murmuring a quiet prayer, she bends down to 
place it on the coffin, which several men are lowering into the grave on 
ropes. 
Vuyo lifts his tear-filled eyes from the coffin to the dark 
mountain beyond. For a while he watches an eagle silhouetted against the 
cloud - swooping with the wind. 
The adults pass the spades between them, scooping soil into the 
grave. The heavy sound of the earth hitting the coffin jolts in Zinzi's 
head. The coffin where my mother - my mother! - is lying. It feels as if 
her heart will explode in her chest. Zinzi's eyes feel hot, she wants to 
cry, but becomes aware of Leila sobbing at her side. She picks her up and 
holds her close, drawing comfort from her small, soft body. 
The mourners place flowers on the mound of fresh earth, which 
despite everything smells like a newly dug garden. Vuyo tears a drawing 
out of his notebook, places it on the mound and moves a bouquet to weigh 
it down. It is of the four children with their mother, sitting around the 
table as they used to do. 
Zinzi stares at her brother's drawing, unwilling to leave the 
graveside, to leave her mother. We will never all be together again. 
(Draft novel) 
Besides being more fully descriptive, there are new layers in the novel 
version. For one, Zinzi's inner thoughts are directly communicated: by 
comparison, the screenplay is terse in conveying Zinzi's state of mind. 
Howevtlf, the filmic elements alluded to - cinematography, music and sound 
- are intended to carry emotion in indirect ways that make up for the 
immediate entry to thought that the novel provides, by allowing for an 
equivalent level of access to Zinzi's inner state. Yet, because of the unwritten 
rule that screenplays should neither dictate the way a film is shot, nor spell 
out exactly what characters are feeling, the screenplay should be subtly 
suggestive - embedding strategies for acting, lighting, camera, sound, music 
and editing within its concise format. 
For one, the acting in the film is essential to exteriorising emotions described 
in the novel; however, giving too many dramatic pointers is not considered 
the screenwriter's prerogative. Thus the scripted line, IlZinzi picks up Leila 
and draws her tight" is less detailed in terms of motivation than the 
corresponding line in the novel, IIShe picks her up and holds her close, 
draWing comfort from her small, soft body". Yet it is my hope that the word 
II draws" gestures a reciprocity, and that the word lltight" communicates 
Zinzi's desperation. So Zinzi's acting should, in the very urgency of her 
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movements, communicate that she is not only giving but also receiving 
comfort from her little sister. 
The only direct editing instruction - since a few are deemed acceptable - is 
that of the dissolve between scenes. This conjoining of two close-ups of Zinzi 
crying is intended to connect her state of mind at the funeral to her emotions 
during the previous scene - the last in which she converses with her mother. 
The previous scene ends with the following image: "The tears in her eyes 
reflect the fireworks exploding outside". It is unnecessary to stipulate shot 
size: the fact that we can see Zinzi's tears necessitates a close-up or even 
extreme close-up. The instruction "dissolve to" signifies the connection 
between this outgoing shot and the similarly composed incoming shot. The 
form edit combined with the dissolve is intended to elide space and time, and 
to carry emotion over from one scene to the other. In this way, Zinzi's state of 
mind at the funeral- one of being overwhelmed by fear - is telegraphically 
conveyed, without recourse to voice-over or even dialogue. 
Moreover, the "haunting song" mentioned in the novel can actually be heard 
in the film: as discussed in Chapter 6, the funeral singing can be defin~ as 
source scoring, given that what starts off as diegetic music, comes to define 
precisely the dramatic beats of the scene. Because the viewer will hear the 
music at the same time as witnessing Zinzi in close-up, the mournful singing 
should articulate Zinzi's inner sorrow. We are thus aligned - through the 
pairing of sound and image - to Zinzi's mental universe. 
Working in conjunction with the mourners' song is the earth thudding on the 
coffin. Thus music and sound punctuate images of spades shovelling earth, 
hands patting the grave and laying down posies - so constructing a rhythmic 
montage sequence.127 Each repetitive element is intended to operate as a 
visual metonymy for the notion of "funeral", and together the elements in 
their inexorable progression towards burial are supposed to speak, on a 
subliminal level, of Zinzi's suffocating misery. 
127 Literature, too, can communicate rhythm through staccato words, rhyme, alliteration, 
sentence length, phrasing, and the repetition of consonants. All of these linguistic devices 
create a rhythm within prose, but it is not viscerally experienced like sonic rhythm, and it is 
qualitatively different. 
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Thus emotional cues are embedded in the screenplay's necessarily concise 
prose. These are intended to hint at ways in which the emotion and interior 
processes, described in more detail in the novel, can be realised on the screen. 
7.4 Speaking from within 
One way in which interiority is inscribed in the novel is through the direct 
inclusion of Zinzi's thought. The novel's portrayal of the funeral, for 
example, encompasses two lines of inner speech. The first voices Zinzi's 
desperation as she peers into the grave: liThe coffin where my mother - my 
mother! - is lying". Later she laments, "We will never all be together again". 
Inner speech was introduced into the novel because the character of Zinzi 
when first transcribed seemed under-realised: she needed to live and breathe, 
to think and feel. It was apparent that in writing th  screenplay we had been 
relying on the actor to bring Zinzi to life, as well as reckoning on interiority 
being supported by the mise-en-scene. Given the impossibility of replicating 
these fil'!ruc elements in the novel, an alternative dimension of interiority 
became necessary. Thus we settled on the kind of first person inner speech 
that is popular in contemporary adolescent novels.128 Commonly such books 
convey a very First World sensibility, so it was critical to create inner speech 
that is more in keeping with Zinzi's reality. For instance, Zinzi lambastes 
herself after making a mistake with her beading: "Oh great. How stupid can I 
be? At this rate, we're so going to live on the pavement!" The tone is 
intended to be funky and young, but the issues are around survival rather 
than cellulite. 
Inner speech usually accompanies first person narration, whereas Zinzi and 
the Boondogle is written predominantly in the third person. Therefore, the 
brief forays into inner speech - rendered in the first person - break the 
pattern. There is certainly a disjunction in the shifts from third person 
narration to first person inner speech, but it is a shift intended to align us 
rapidly with Zinzi's mental universe, just as the cut from an objective to a 
128 Examples are The Earth, My Butt, and Other Big, Round Things, written by Carolyn Mackler 
and The Princess Diaries series, by Meg Cabot. 
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subjective point of view shot is meant to draw us into a character's 
perspective. The movement between Zinzi's actions and her inner speech is 
aimed at achieving focalisation in the novel, just as the inter-cutting of close-
ups of Zinzi with her points-of-view is meant to focalise the film. 
Focalisation intensifies at climactic moments in the film, for instance at the 
conclusion of the deathbed scene, when Zinzi moves to stand apart from her 
family. The extreme close-ups of her eyes are inter-cut with point of view 
shots of her family, and with point of view shots of the fireworks. The 
combination of shots cues us to read the scene through the lens of Zinzi's 
inner experience, bringing us very close to her - almost inside her. In terms of 
narrative placement the combination of extreme close-ups and point of view 
shots coincides with the moment of inner speech in the novel, in which Zinzi, 
overwrought by terror, thinks to herself, "[ can't handle this right now." In the 
section "Whose point of view?" I will further discuss focalisation through 
point of view shots. 
Notably, the novel allows access not only to Zinzi's thoughts, but also to those 
.. 
of some of the other primary characters. However, the technique of direct 
inner speech is reserved only for Zinzi, while the thoughts of her siblings are 
conveyed instead via a version of the free indirect style. Starn defines the style 
indirect libre as referring to a kind of "grammatical-stylistic procedure, an 
adroit modulation of tenses by which the slow abandonment of pronominal 
antecedents evokes a slow gliding into an internalised sensibility" (Literature 
through Film 149). Starn describes the way in which Flaubert used the 
technique: 
Through the modulation of tenses and modes and parts of 
speech, the pronoun or proper name ("Emma thought") 
gradually disappears in favor of the unmediated presentation 
of a character's thought ("How wonderful it would be to live 
in a castle in Spain!") Thought is rendered in reported speech, 
in the third person and in the past tense, but in a language 
impregnated by the feelings of the character. The effect is of a 
"dolly in" to consciousness, an indeterminacy of narrative 
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voice which mingles distance with interiority, molding a sense 
of intimate access to a character's mind, but without 
abandoning authorial agency and attitude (Literature through 
Film 149-150). 
According to Starn, this style, revolutionary in Flaubert's time, has become the 
virtual norm in much of fiction today, largely because it allows for maximum 
flexibility for the writer, who can regulate distance toward the character 
(Literature through Film 150). 
In a scene in which Zinzi's little brother Sam, alone on the mountain, is forced 
to face his worst fears, the text moves from signalling his thoughts via phrases 
such as "becomes aware", "wondering" and "tries not to think", to presenting 
his thought "You never know in the dark" in unmediated form: 
In the long moments following the Boondogle's challenge, Sam becomes 
aware of the mushroomy smell of damp moss. He looks down at his 
stocky legs, scraped and scratched from his slide down the ravine. 
. The wails of the baby baboon echo from within the cave. 
~ndering whether Leila could be inside too, Sam edges forward to stare 
into the dark entrance. He tries not to think about what else could be 
lurking inside. 
You never know in the dark. 
(Draft novel) 
Notably, there are no italics for the last line, although the phrasing is 
ostensibly not different from Zinzi's direct inner speech. Whereas italics 
signal the sudden switches between action and inner speech on the part of 
Zinzi, there is a gradual lead-up to Sam's unmediated thought through the 
free indirect style that renders italics unnecessary. In a sense, italics are a 
visual mechanism reserved for Zinzi's inner thoughts - tied to her privileged 
status as protagonist. 
Sam's thoughts are not recorded in the past tense, as is the norm with the free 
indirect style, but operate within the present tense used throughout the novel. 
The unconventional use of the present tense in the novel was a direct carry-
over from the screenplay, which is, as per the norm, written entirely in the 
present. 
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7.5 Stuck in the present? 
Bluestone points to the lack of the past tense in cinema, arguing that "the 
novel has three tenses, the film has only one" (cited in Whelehan 11). Of 
course one could contend that flashbacks constitute a past tense, and 
flashforwards a future tense. As I discussed when laying out the parameters 
for this thesis in Chapter 1, I have not focused on memory, given that the 
screenplay for Zinzi and the Boondogle does not deal with this aspect of 
interiority. It seems that because the film contains a large dream and fantasy 
quotient, the inclusion of flashback sequences would render the film overly 
complex for the child viewer. Memory in the film is only alluded to via visual 
motifs: Vuyo's drawing of the family, the mother's photograph and the string 
of beads that Zinzi wears - from which she draws comfort and strength. 
However, there does seem to be space to experiment more with memory 
within the novel: indeed, in the absence of the film's recurrent visual motifs, 
the inclusion of memory is key to keeping vivid the mother's presence in the 
children's lives. Thus the passage about Sam finding courage to enter the 
cave continues: 
Sam remembers nights when he lay in his bed, stiff with fear - not daring 
to breathe. Ghosts on the end of his bed, shapes in the curtains ... 
strangers to spirit him away. You never even know yourself in the dark. 
But Mama knew him. She knew to leave the door ajar, to let the light in 
a little. 
(Draft novel) 
Similarly, Zinzi's thoughts return to her mother when she is in the boat, 
trying to whistle to capture the dolphins' attention: 
Alone in the bows, Zinzi gazes out at the dolphins, which tumble over each 
other before arcing out in great figures of eight. Their soft piping sounds 
remind her of the time her mother taught her to whistle. I was little like 
Leila. At first I made pathetic 'pwifff'sounds, but at last I got it. I whistled 
and whistled, and even went into the main house to show Mrs Valentine. She 
wasn't exactly impressed - not that she ever is. But Mama let me phone 
Daddy at work and whistle to him. It was like she always knew what I 
needed. 
The pain and loss flood over Zinzi in a great wave, and forgetting her 
mission for a moment, she whistles her sorrow into the sea wind. After a 
while, the dolphins look up and softly whistle a haunting melody in return. 
(Draft novel) 
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Zinzi's memory, like her inner thought, is written in the first person - and is 
similarly formatted in italics. The only difference is the use of the past tense. 
In a sense, the memory constitutes another aspect of Zinzi's inner thought. 
The screenplay does not include this memory, but it is my hope that the 
haunting melody of Zinzi's whistling and of the dolphin's reply - rendered 
audible in the film - will convey the kind of melancholy that the memory in 
the book aims to create. 
Maureen Turim believes that the literary equivalent to the flashback is often 
less distinct and abrupt than the cinematic flashback: 
Verbal storytelling can ease temporal shifts through the 
sustaining power of the narrative voice, whether that of 
authorial omniscience or of a character in first-person narration. 
An arsenal of verb tenses and qualifying clauses render these 
shifts an invisible act of language. (7) 
CertainJ¥, temporal shifts are less noticeable in literature than in cinema, but 
this is of course not to say that filmmakers should necessarily avoid 
flashbacks. Like dreams, flashbacks can provide invaluable access to a 
character's inner thoughts. Cherry Potter suggests that the boundaries 
between memory and fantasy can become blurred in the imagination, 
depending on the reason why we are remembering: "whether our primary 
desire is to reach subjective truth or whether it is to reassure our egos" (Screen 
Language 24-5). She believes that most memories involve a combination of 
these two desires (Screen Language 25). In the sequence where Zinzi 
remembers her mother teaching her to whistle, the desire is surely for 
reassurance. But conceivably she is also seeking her own truth, reaching for 
roots at a time when she is -literally and figuratively - "at sea". 
7.6 Levels of thought access 
We are granted fairly frequent access to Zinzi's inner thoughts, including her 
memories, and to a lesser extent to those of her siblings. But are we granted 
some degree of access to the thoughts of other characters? As the primary 
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antagonist, the Boondogle, for one, is granted a number of dramatic asides, in 
which he makes it perfectly clear what he is thinking. But his soliloquies are 
usually more important in terms of plot than interiority, for example the 
rhyming couplet that the Boondogle delivers in both novel and film, while 
gazing at Zinzi's baby sister: "Leila is her precious thing: The perfect final 
offering". This little soliloquy hints at the Boondogle's plot to kidnap Leila, 
but does not reveal his inner experience, as such. The Boondogle is a showy 
character, without any conscience: endowing him with a rich inner life thus 
seems inappropriate. 
Mrs Valentine, as the Boondogle's unwitting aide, and as secondary 
antagonist, is similarly granted several asides. The dialogue for screenplay 
and novel are in this case identical: 
Letting herself into the main house, Mrs Valentine mutters under her 
breath, 'If that lot makes the badges, I'll eat my Sunday hat.' She stands 
for a minute, head to one side. 'Still, I can't lose. When they tum up 
without the badges, I will have every excuse to throw them out. I am sick 
of those noisy kids.' She makes a cup of tea, humming to herself and 
dreaming of the decent gentleman tenant she will get when the children 
leave. 
Mrs Valentine is granted a degree of interiority here, but reader / viewer 
identification with her is undermined by her nastiness. The novel version 
also contains a line of "reported thought", not contained by the screenplay, 
about the prospective gentleman tenant. This line undercuts interiority in its 
humour, and is also dramatically ironic, given that the Boondogle is the only 
candidate. 
The direct voicing of Mrs Valentine's thoughts is an unabashed carry-over 
from the screenplay. It would, however, not work in the same way to have 
Zinzi voice her thoughts out loud. Firstly, our experience of her mental 
universe is too frequent to make direct speech plausible, and she is often 
around others when she reflects to herself. Secondly, her thoughts are more 
nuanced, given that she is the protagonist. Thirdly, direct speech is 
inappropriate for Zinzi as a character, given that she is so much more 
withdrawn - particularly to start with - than is Mrs Valentine. Direct speech 
for Mrs Valentine seems apt precisely because she is such a larger-than-life 
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villain who barely ever stops speaking, including to herself, and is in this way 
not so dissimilar from the Boondogle. 
Given that Mrs Valentine is an antagonist, secondary only to the Boondogle, 
she should not garner empathy from the audience. It is in keeping then, that 
in the film version of this same scene, the camera should neither dolly in nor 
capture Mrs Valentine's point of view as she mutters to herself, but should 
instead retain a detachment that keeps the audience at bay. Mrs Valentine's 
direct speech, a kind of dramatic aside, is patently not the equivalent to 
"dollying in to consciousness" that Starn identifies as the effect of the free 
indirect style (Literature through Film 150). This style indirect libre is reserved 
for Zinzi's siblings, with whom the viewer is intended to identify positively. 
In the novel, smaller characters such as Mr Solomon are granted neither inner 
speech nor are their thoughts described via the free indirect style. Either we 
are told what they feel, as in, "Mr Solomon cheerfully picks up the phone. 
He's feeling better now that he's decided to help the kids"; or they voice their 
thoughts""loud to other characters. A case in point is when Mr Solomon 
unwittingly tells the disguised Boondogle, "There must be something I can do 
to help the children. I'll phone my sister in Johannesburg. She's always full 
of good ideas". We are granted access to Mr Solomon's thoughts only insofar 
as he might share them with an acquaintance: we do not have the same sense 
of his interiority as we do of the primary characters. 
In summary, the mental processes on the part of Zinzi's siblings are presented 
in passages written in the free indirect style. Other characters either express 
their thoughts in dramatic asides and soliloquies, or voice their thoughts 
through dialogue. Only Zinzi's thoughts are rendered in first person inner 
speech - in order to streamline access to her consciousness. Ironically 
perhaps, on returning to the screenplay after writing Zinzi's inner 
monologue, the screenplay now seemed rather thin where it came to 
delineating her imaginative and thought processes. We found ourselves 
returning to the novel, and having to re-strategise for alternative, or at least 
additional, techniques to convey in cinematic terms the inner life we had been 
describing in the book. For instance, we shifted some of the locations, so that 
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capture Mrs Valentine's point of view as she mutters to herself, but should 
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direct speech, a kind of dramatic aside, is patently not the equivalent to 
"dollying in to consciousness" that Starn identifies as the effect of the free 
indirect style (Literature through Film 150). This style indirect libre is reserved 
for Zinzi's siblings, with whom the viewer is intended to identify positively. 
In the novel, smaller characters such as Mr Solomon are granted neither inner 
speech nor are their thoughts described via the free indirect style. Either we 
are told what they feel, as in, "Mr Solomon cheerfully picks up the phone. 
He's feeling better now that he's decided to help the kids"; or they voice their 
thoughts alo1!d to other characters. A case in point is when Mr Solomon 
unwittingly tells the disguised Boondogle, "There must be something I can do 
to help the children. I'll phone my sister in Johannesburg. She's always full 
of good ideas". We are granted access to Mr Solomon's thoughts only insofar 
as he might share them with an acquaintance: we do not have the same sense 
of his interiority as we do of the primary characters. 
In summary, the mental processes on the part of Zinzi's siblings are presented 
in passages written in the free indirect style. Other characters either express 
their thoughts in dramatic asides and soliloquies, or voice their thoughts 
through dialogue. Only Zinzi's thoughts are rendered in first person inner 
speech - in order to streamline access to her consciousness. Ironically 
perhaps, on returning to the screenplay after writing Zinzi's inner 
monologue, the screenplay now seemed rather thin where it came to 
delineating her imaginative and thought processes. We found ourselves 
returning to the novel, and having to re-strategise for alternative, or at least 
additional, techniques to convey in cinematic terms the inner life we had been 
describing in the book. For instance, we shifted some of the locations, so that 
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Zinzi's quest came to include a journey to the iconic prison of Robben Island. 
Thus cinematic space is used to convey Zinzi's interior landscape: her 
entrapment by fear and emotional dereliction on her baby sister's 
disappearance. 
7.7 Whose point of view? 
Indeed, point of view is one of the most effective ways of reflecting 
interiority. It is useful in looking at the relationship between the film and the 
novel versions of Zinzi and the BoondogZe to consider three questions that Starn 
poses in his essay liThe Dialogics of Adaptation": 
Does the film adaptation maintain the point of view and the 
focalisation of the novel? Who tells the story in the novel vis-a-
vis the film? Who focalises the story - that is, who sees within 
the story? (72) 
The answer is that both the film and the novel are largely told from Zinzi's 
... 
point of view, so it is mostly she who focalises the narrative. Even when all 
the children are present, such as in the following passage, we experience the 
world through Zinzi's perspective: 
To cheer them up, Zinzi has taken them to the park for a Sunday outing. 
Now she sits alone on the seesaw, her little rucksack with spare beads and 
cotton on her back, and her scissors balanced on her knees. She looks 
longingly at the others playing. Sam is showing Leila how to flip herself 
over a jungle gym bar. I'd so like to play too. As if. Tomorrow is rent day. 
(Draft novel) 
Correspondingly, the script indicates the need for a point of view shot when 
Zinzi looks up to see the others playing. Yet, although there is a privileging 
of Zinzi's perspective, there are times in both the film and novel when point 
of view shifts.129 At the funeral, we have Vuyo looking up to see the eagle 
129 There are films that tell an entire narrative from one perspective. Oaude-Edmonde Magny 
writes about how film borrows from the novel"its most specific and most traditional 
methods of narration", referring to first person narration (23). Magny cites an early example 
of a film shot unrelentingly from one point of view, namely Lady in the Lake (1946: dir. Robert 
Montgomery), The camera is constantly in the place of the hero, "showing us things as they 
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silhouetted against the cloud - prefiguring his own quest to find the eagles. 
The narrative point of view also shifts away from Zinzi for more sustained 
periods during Vuyo and Sam's solo adventures on the mountain. And there 
are moments when we share Leila's point of view: only she sees the winking 
of the two-headed dog, suggesting that she enjoys a peculiarly magical 
perspective on the world, concomitant with her small-child status. 
So the story is not focalised through Zinzi alone. Indeed, film can also invite 
identification with the villain via point of view shooting, and a degree of 
focalisation from the Boondogle's perspective is critical in raising the stakes in 
both the script and the novel. Thus the Boondogle's dramatic aside about his 
plans for Leila is shot from his high angle point of view: 
- ON THE JDHGLE GlM 
'!'he Boondoqle flexes his biceps - bulging more than ever. 
BOONDOGLE'S POV: He leers down at Zinzi cradling Leila in her 
arms. 
BOOHDOGLE 
Leila is her precious thing: 
'!'he perfect final offering. 
(Appendix: draft screenplay 45) 
There is also the "stalker" shot of the Boondogle watching the children from 
their window, which enhances identification with the children and their fear: 
EX'!'. OUTSIDE WINDOW - CONTINUOUS 
Nobody sees the Boondoqle's hairy face squashed up against 
the window. He strokes his hairy neck and eyes Zinzi's 
mother's beads. 
BOOHDOGLE 
Those shining jewels would look most fine 
Around this noble neck of mine! 
(Appendix: draft screenplay 30) 
There is something eerie about being watched without knowing it, and 
cinema naturally capitalises on both voyeurism and the fear of being watched 
appear to him, without our ever being allowed to see him except when he looks at himself in 
a mirror" (Magny 23). 
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unaware in ways that novels cannot. Focalisation on the part of the 
antagonist positions the audience as having more information than the 
protagonists, which escalates suspense.l30 
Although at times the Boondogle as villain and Zinzi's siblings focalise the 
story, we did not want extensive multiple focalisation to dilute the core 
identification with Zinzi's journey. Thus we cut the following paragraph in 
the novel, and its correspondent scene in the film: 
Some kids in the park see the sad foursome traipsing home in their funeral 
clothes. Hanging from the jungle gym bars, they each imagine life without 
their mother to call them home and scold them for being late and dirty. But 
as Zinzi and the others pass by, the kids shake the impossible thought from 
their minds, and play more vigorously than before. 
(Draft novel) 
The objective behind cutting the scene is to align the audience more firmly 
with Zinzi and her siblings' suffering - so that the viewer does not witness it 
from "outside", as a passer-by might do. In other words, the purpose is to 
create empathy rather than sympathy in the child audience. 
Whelehan believes that point of view and focalisation are essential to ~aping 
the text and creating atmosphere; yet she argues that it is much more difficult 
to signify ownership of the gaze through the camera lens than it is through 
first- or third-person narrative (10). I do not agree with Whelehan's position, 
given the power of point of view shooting in determining who "owns" the 
gaze; yet I do concede that the layered gaze of camera, spectator, director and 
character can complicate this "ownership". Certainly, novelistic narration is 
able to create a segue from one authorial voice to another, and from one 
viewpoint to another. Yet, Jane Stadler maintains that film's ability to create 
rich, shifting and multilayered modes of intersubjective identification via 
manipulation of sonic and visual point of view, and through mise-en-scene and 
music, is precisely its great strength as a medium of communication (237-48). 
130 In considering focalisation on the part of the antagonist, it is worth noting Gaut's assertion 
in "Identification and Emotion in Narrative Film": although the point of view shot is often 
thought of as the locus of character identification in film; it is, in fact the locus of perceptual 
identification (265). He cites the example of a shot in a horror film taken from the killer's 
point of view, as demonstrating that "there is no necessary tendency to empathize with the 
character whose visual perspective we imaginarily occupy" (265). 
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According to Starn, Flaubert allows us "to slide from one zone of subjectivity 
to another", but he never lets us "lose consciousness of the mediating 
narration" (Literature through Film 152). Although the slippage between 
perspectives may be less fluid in cinema, the mediating narration is 
nonetheless always present. Brian McFarlane, for one, sees all films as being 
in a sense omniscient: 
Even when they employ a voice-over technique as a means of 
simulating the first-person objective approach, the viewer is 
aware ... of a level of objectivity in what is shown, which may 
include what the protagonist sees but cannot help including a 
great deal else as well. (18) 
It may, however, be argued that the camera's objective mode of "seeing" does 
not counteract true subjectivity in film. Vivian Sobchack discusses the 
intersubjective layering of cinema throughout her work on phenomenology. 
In Carnal Thoughts: Embodiment and Moving Image Culture, Sobchack theorises 
intersul'gectivity in terms of "how human beings co-constitute a sense not only 
of their own subjectivity but also of the subjectivity of others who are not 
themselves" (296). She maintains that cinema effects a technologically 
mediated form of intersubjectivity that augments that which is offered in both 
human perception and literary prose (296). 
Admittedly, camera point of view working in isolation - particularly where 
camera placement very self-consciously emulates a character's perspective -
can run the danger of drawing unwanted attention to the camera. The viewer 
is then overly conscious of the camera's presence, rather than being placed on 
an empathetic level "in the character's shoes". Ownership of the gaze is only 
one aspect of conveying inner processes. Camera point of view must 
necessarily work in conjunction with other aspects of mise-en-scene and with 
sound in order to portray subjective states. 
251 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
7.8 Dollying in to consciousness 
One aspect of mise-en-scene that can connote the transition into inner 
experience is camera movement. The forward tracking shot, in particular, can 
be used in order to evoke what Starn calls the "'dolly in' to consciousness" 
(Literature through Film 150). Hence the screenplay's version of Zinzi slipping 
into her dream came to entail moving in towards Zinzi's face: 
Zinzi yawns, her eyes closing momentarily. She jerks them 
open - but they soon close again. Her hands keep beading, 
as if in auto-drive. We home in on her face, as she slips 
into a waking nightmare ... 
(Appendix: draft screenplay, 16) 
The term "home in on" suggests a forward movement made most readily 
possible via a forward tracking/ dolly shot, or alternatively via a zoom. I 
usually prefer the tracking shot, given that its change in perspective is more 
akin to that of the human eye when we move towards our object of enquiry, 
and does not therefore feel so startling or mechanical as can the zoom. In this 
case the track is meant to mimic the mental process of Zinzi withdrawing into 
her own head - into her own dream. 
In a similar vein, Starn discusses the way in which Alain Resnais, in making 
Hiroshima Mon Armour (1959) exploits the resources of cinema to 
communicate mental processes: 
Relentless forward tracking shots, for example, embody the 
oxymoronic backward/ forward thrust of memory and 
consciousness by moving, thanks to the editing, across the space 
of two geographically distinct cities. (Literature through Film 277) 
Resnais symbolically links two cities via camera movement, whereas my use 
of the track towards Zinzi has a different intent. Still, Resnais forges 
connections between mental and cinematic processes, in a manner Starn 
deems" analogous to the condensations and displacements typical of the 
'dream work'" (Literature through Film 277). This takes us back to Chapter 3 
on dreams, in which - evoking Freud - I consider how dreams could be 
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captured in films via images that condense or displace. The notion of camera 
movements that can do the same is enormously fertile in the search for means 
to screen interiority. Starn cites Deleuze's claim that film too can be a 
philosophical instrument, "a generator of concepts which renders thought in 
audiovisual terms, not only in language but also in blocks of movement and 
duration" (Literature through Film 277). 
Part of the sequence in which Zinzi "dreams up" the Boondogle could be 
rendered as a long tracking shot that moves parallel to the action. Starting by 
tracking the dolphin in the bead river, the camera would continue its 
seamless move as the dolphin is displaced by the baboon, and, in turn, by the 
eagle. Zinzi leaps up just as the bead river carries Leila off, so punctuating 
the end of the tracking shot - at which point we cut to a medium close-up of 
her jolting out of her nightmare. The track could effectively condense Zinzi's 
mental images of the three animals into one progressive shot, prefiguring 
their amalgamation in the mutant Boondogle. The track would capture 
Zinzi's flowing and mutating dream-fantasy through camera movement. 
The slidmg planes of movement characteristic of limited animation would 
also be effective. If the dream were shot with a live action Zinzi, she could be 
placed on a dolly and moved parallel to the action, rather than - or in 
addition to - putting the camera on tracks. This would achieve a sense of 
slippage, as in the sliding planes of animation in Satoshi Kon's Perfect Blue. 
7.8 Gut emotion 
Tracking shots, and the placement of characters within sliding planes of 
action, are means of aligning the viewer to a character's inner mental space. 
There is also the potential within cinema to convey a character's palpable 
corporeality, which is, in turn, often integrally connected with the character's 
emotions.131 The novel occasionally describes Zinzi's feelings in bodily terms, 
for instance at the funeral, "She feels as if her heart will explode in her chest. 
131 In "Film, Emotion, and Genre", Noel Carroll discusses the connection between emotion 
and bodily experience: "If one reflects on the states that we paradigmatically think of as 
emotional, one is first struck by the fact that they involve feelings - sensations of bodily 
changes, like muscle contractions, often attended by phenomenological qualities, such as 
being 'uptight'" (219). 
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Her eyes feel hot, she wants to cry". Film is particularly well equipped to 
convey this kind of haptic experience;132 in fact, Starn sees films as "more 
directly implicated in bodily response than are novels": 
They are felt upon the pulse, whether through the in-your-face 
gigantism of close-ups [ ... ], the visual impact of "flicker effects," 
or the vertiginous effect of Cinerama-style roller-coaster 
sequences, or the bodily register or jiggly, hand-held camera 
movements or "thrill cam" plunges [ ... ]. Kinetic and 
kinaesthetic, films can provoke physical nausea or mental 
disorientation. (Literature and Film 6) 
I am particularly interested in the mental effects that film can create through 
the corporeal, and especially in audience identification through visceral 
effects. Starn discusses a passage in Madame Bovary, in which Emma returns 
to normal consciousness after a sexual swoon, in which the novel speaks of 
her "beating heart" and the "vibrations of her throbbing nerves" (Literature 
through Film 158-9). Starn questions how a film might try to achieve the same 
effect; for example, "through dappled forest light, or perhaps through a 
milkily sensuous kind of a music" (Literature through Film 159). 
Certainly, music and also the sound track should work in conjunction with 
lighting to convey interiority in the filmed funeral scene of Zinzi and the 
Boondogle. "The wind rattles the gum trees" cues a disconcerting sound track, 
to endorse the mood set by the mournful singing. But furthermore, the 
physical sensation described in the novel of the earth that hits the coffin 
"jolting in Zinzi's head" can be conveyed through the sound design: for if the 
jolting seems to reverberate in our own heads, we are able to project it onto 
Zinzi's experience. It is my hope that the rhythmic thuds of the earth hitting 
the coffin would convey a physical affinity, if not an equivalent, to the beating 
of Zinzi's heart - without recourse to a real heartbeat, a cinematic cliche. 
Lighting should reinforce Zinzi's inner experience: the scripted line "Dark 
1321he work of Laura Marks is the most prominent in the field of "haptic" cinema. In The 
Skin of the Film: Intercultural Cinema, Embodiment, and the Senses she indicates that "haptic 
perception is usually defined by psychologists as the combination of tactile, kinaesthetic, and 
proprioceptive functions, the way experience touch both on the surface of and inside our 
bodies" (162). She compares "haptic perception" to "haptic visuality", whereby the eyes 
"function like organs of touch" (162). 
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Zinzi shuts her eyes as tightly as she can. Little coloured specks float before 
her, like those you see when squeezing your eyes against the sunlight. The 
patterns dance and sparkle, slowly becoming more round and solid. 
Inside the children's bodies, their blood vessels seem to tie 
themselves into countless knots. Their ribs tighten, until all the breath has 
been crushed from their lungs and every bone in their bodies has turned to 
beads. 
Gogo and the circle of women watch on in horror as the children's 
arms and legs jerk in all directions. Then an eerie change comes over the 
children, as their jerking limbs slow to a lifeless lull, and their skin shrivels 
and hardens before the women's eyes. Within a few moments, three lifeless 
dolls stand expressionless in the places where three living, breathing children 
had stood. 
(Draft novel) 
The "patterns of floating colour" described in the screenplay could be 
rendered effectively via animation, which I believe would create a subjective 
"inner eye" imagery that could not be evoked as directly in the novel. The 
novel appeals instead to the reader's visual memory of this phenomenon, or 
perhaps challenges eager readers to try the effect for themselves. 
However, the novel, unlike the screenplay, intimately describes the children's 
bodily experience as their blood vessels turn into knots, their ribs tight:n and 
their bones change to beads. Without a graphic cross section of the children, 
this precise effect would be tricky on film, even via animation. On the other 
hand, animation could fluidly capture the visual metamorphosis from child to 
effigy. Paul Wells, in an essay entitled "Thou Art Translated: Analysing 
Animated Adaptation", discusses the presence of animation within fairy tale, 
where metamorphosis is about "changes in characters or situations that may 
be termed 'magical' or impossible within the concept of a real world served 
by physiological, gravitational or functional norms" (201). Conceivably, the 
animated transition from children to effigies, in its magical immediacy, 
constitutes a graphic equivalent for the corporeal experience of blood and 
bone described in the novel. The descriptions of physical sensation are 
requisite in the novel, to convey with sufficient immediacy the transformation 
that the children undergo. Thus both novel and film have the capacity to 
convey corporeal experience, but they necessarily utilise techniques 
appropriate to their respective media. 
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Wells puts forward that many animators, when working on an adaptation, 
enjoy moving beyond "the limits of language" to evoke feelings and establish 
the meanings that they perceive to exist within established texts ("Thou Art 
Translated" 200). Speaking of the shifts that take place between words and 
animation, Wells suggests: 
These shifts simultaneously encompass the movement from 
interiority (conscious thought, memory, dream etc.) to 
exteriority (verbal exchange, physical articulation etc.); from 
subjectivity to objectivity; from the private to the public .... 
("Thou Art Translated" 200) 
As I have argued throughout, I hope to employ animation precisely because 
of its capacity for exteriorising interiority. Animation is the medium via 
which the Boondogle - as a projection of Zinzi's fear - comes to life in the 
film, and through which the imaginative realm of the Bead World is made 
concrete. Through animation, the film audience witnesses the Boondogle 
grow rMnpantly in size, in keeping with Zinzi's mounting fear. Whereas the 
novel describes Zinzi's inner thought processes in her interaction with the 
Boondogle, in the film it is the very morphing of the Boondogle that needs to 
speak to Zinzi's fearful state of mind, and to mirror this fear in the viewer. I 
do not believe that the novel needs to be hindered in any way by what Wells 
calls "the limits of language" ("Thou Art Translated" 200), but rather that 
interiority in the novel is embedded in the words, which then need to find 
visual and verbal equivalents on the screen. 
7.11 Conclusion 
Clearly the screenplay and the novel versions of Zinzi and the Boondogle, 
however close they are in terms of plot, diverge significantly in depicting the 
characters' inner states. What has become patently clear in re-writing the 
screenplay as a novel is the degree to which it is desirable that not only Zinzi, 
but also other characters' inner thoughts be given voice. However, in order to 
maintain Zinzi's privileged status as protagonist, and so as not to dilute her 
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own emotional journey, hers are the only thoughts that are presented as direct 
inner speech. In this way, we are granted more immediate access to her inner 
life than to those of her siblings, for whom the free indirect style is used. The 
mode of access to her siblings' thoughts, in turn, differs from the dramatic 
asides and dialogue used for secondary and antagonistic characters. 
In order to underline interiority, the screenplay needs to contain embedded 
clues for cinematography, sound, music and editing. Mise-en-scene should 
work in conjunction with point of view in order to achieve focalisation, and, 
in turn, audience identification. In addition, specific camera movements are 
able to evoke mental processes. For one, the forward tracking shot can 
connote a III dolly-in' to consciousness". For another, the sliding planes of 
movement used in limited animation can cue a slippage between realities or 
levels of consciousness. Film is particularly well equipped for conveying 
haptic, corporeal experience, which can align us viscerally with characters on 
screen. Animation in particular can draw us into the "mind's eye" of a 
character. And animation is also particularly useful for portraying fluid 
movement from one image to another - perhaps conveying in this way the 
instability and mutability of our mental processes, and of our imaginative 
projections. 
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CHAPTERS 
Conclusions and Suggestions for Further 
Research 
This thesis has broached the question of how a filmmaker might transform a 
character's inner journey into a cinematic experience. My work has harnessed 
the diverse frameworks of psychoanalysis and cognitive film theory, both for 
the purpose of detailed textual analysis and with the intention of 
reconceptualising creative praxis for filmmakers in a way that incorporates 
the insights of film theory. For one, my work on point of view and the gaze, 
and on Japanese shOjo, effectively revitalises a long tradition of feminist film 
theory, incorporating it into the background of my work. This is bolstered by 
the inSights of cognitive theories of focalisation in film, and is invested with 
fresh relevance by being fed into the production of film texts for the next 
generation . 
.. 
My decision to bridge theory and praxis means that my research was 
necessarily determined by the requirements of the practical project at hand. 
2inzi as a character dreams, fantasises, thinks and feels, and embarks on a 
quest that symbolically communicates her emotional journey. She neither 
hallucinates, nor does she - in the film version of the story - actively 
remember. Thus the thesis has not explored aspects of interiority such as 
hallucination and memory, but has focused rather on dream, fantasy, thought 
and emotion. There is, in fact, a substantial body of theoretical work on the 
act of remembering in film.133 Still, I do believe that there is room for a study 
of practical means of screening memory. Screened hallucination would be 
another fascinating topic for research, especially given the recent spate of 
films about drug culture, and cinema's capacity to use special effects to 
articulate such experiences. 
133 A particularly useful academic study of screening memory is Maureen Turim's Flashbacks 
in Film: Memory and History, 1989. 
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8.1 Rehabilitating dreams 
After laying out my compatablist methodology and theoretical framework in 
Chapter 2, in Chapter 3 I set about countering the common caution in 
screenwriting guides against portraying dreams. Through an examination of 
four films that successfully implement oneiric sequences, the chapter 
rehabilitated dreams as one means to access characters' innermost psychic 
states. The research revealed the rich filmic potential of working with the 
concepts of condensation and displacement, linked through psychoanalytical 
film theory to metaphor and metonymy respectively. Notions of the Freudian 
uncanny concerned with repetition, with the double, and with the effacement 
of the line between reality and imagination, were shown to create the 
disarming effect of dreams. The research confirmed that animation is a 
potent medium with which to achieve the uncanny repetitiveness, 
metamorphoses and otherworldliness of dreams. I hope that the findings will 
encourage filmmakers to return to proven yet non-hackneyed techniques, as 
well as to experiment with new methods of creating evocative cinematic 
dreams. 
~ 
In terms of my own work on Zinzi and the Boondogle, the research suggested 
practical ways to make manifest Zinzi's mental processes: firstly by means of 
her single but far-reaching dream; secondly through the dream-like Bead 
World that she traverses; and thirdly via the Boondogle as a dream 
composite, whose reality status is ambiguous. 
A future study of cinematic dream could take as its starting point Joel Black's 
assertion that "movies today are increasingly less concerned with showing 
the dreams of characters than with thematizing the apparatus that makes 
such oneiric eavesdropping possible" (216).134 Does this recurring theme in 
contemporary cinema indicate a deep-seated fear of "The Media" as all-
pervasive? In addition, Jonathan Schell asks to what extent our "ability to 
manufacture what we call virtual reality" allows us to create a secondary 
134 Black mentions the following films as tracing the development of mind-reading or 
brainwashing technology: The Manchurian Candidate (2004: dir. Jonathan Demme), True Lies 
(1994: dir. James Cameron), Total Recall (1990: dir. Paul Verhoeven), Virtuosity (1995: dir. Brett 
Leonard), Strange Days (1995: dir. Kathryn Bigelow), and Until the End of the World (1991: dir. 
Wim Wenders) (216). 
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world that we are liable to mistake for the primary one (cited in Black 218-9). 
Research that engaged with such questions would reflect the zeitgeist of our 
era, and could furthermore test Black's assertion that, more than 
entertainment or infotainment, the movies as II a mass-mediated, collective 
dream life are now constitutive of 'life' itself" (219). 
8.2 Slipping into the unconscious 
There is scant literature - theoretical or practical - on combining the media of 
live action and animation. In order to compare SVankmajer's feature films to 
more commercial films that use both media, Chapter 4 drew on 
psychoanalytic film theory, together with close neo-formalist analysis. The 
chapter concluded that the interaction of live action and animation in 
Svankmajer's work portrays an interpenetration between conscious and 
unconscious. On a broader level, the chapter proposes that animation has the 
ability to extend and transform the reality of live action. This notion provides 
a usefuJ.framework for examining how animation is used to transform reality 
in other ways too. For example, animation in combination with live action 
evokes drug-altered states of mind in Terry Gilliam's Fear and Loathing in Las 
Vegas (1998) and virtual worlds in Robert Rodriguez's Spy Kids 3D (2003). 
The analyses pinpointed the precise moments of transition between live 
action and animation, to identify means of slipping between the real and 
magical worlds in Zinzi and the Boondogle. Svankmajer's films offer a wealth 
of imaginative, low-budget means to move across conscious and unconscious 
realms, and to express interior states: the animation of objects, sound 
transitions, rhythmical montage, fast dissolves, form edits and the use of 
portals. 
In identifying the means by which Svankmajer combines live action and 
animation, I draw comparisons with the techniques used in Who Framed Roger 
Rabbit? and Monkeybone. Yet far more cutting-edge techniques of combining 
live action and Computer Graphic Imagery (CGI) are constantly being 
developed. For this reason, a fertile area of study would be that of CGI within 
a live action context. If, for instance, Lord of the Rings were taken as a case 
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study, intriguing comparisons could be drawn between the original 
rotoscoped version made in 1978/35 directed by Ralph Bakshi, and the trilogy 
of 2001,2002 and 2003, directed by Peter Jackson. Given that the recent 
trilogy used the most state-of-the-art CGI, the comparisons with the original 
would measure just how far the industry has come in terms of merging 
human and magical elements. The comparisons might also gauge whether or 
not - when there is so convincing a virtual reality - anything is lost in terms 
of audience engagement. Finally, because the novels of Lord o/the Rings, as 
well as of Harry Potter and The Lion, the Witch and the Wardrobe are so popular, 
it would be useful to consider how the blending of live action and animation 
is specifically constructed to meet the audience desire for a faithful, 
paradoxically "realistic" version of the source material. 
8.3 Otherworldly journeys 
Chapter 5 examined how Hayao Miyazaki, through his anime fantasies, 
transports his viewers on journeys into other realms, which simultaneously 
articulate internal, emotional voyages on the part of his characters. T~ 
research drew particularly OIllhe work of Bertold Bettelheim to argue that 
Miyazaki's fantasies could help children in the audience to come to terms 
with the challenges faced in their own journeys towards adulthood. The 
chapter also indicated means by which animators could use formal elements 
to convey interiority. It is my hope that other South African filmmakers, both 
in the live action and animation fields, might consider the use of fantasy -
grounded in psychological realism - to help children face the obstacles 
barring their way in the world. 
Miyazaki's treatment of fantasy tropes - such as the portal, doubling, and the 
absence of parents - are particularly germane to Zinzi and the Boondogle. I 
suggested that, just as Miyazaki creates magical worlds that respond to his 
shOjo characters' psychological requirements, in the same way the Boondogle's 
world is a response to Zinzi's need to overcome her fear. Zinzi's quest, which 
135 Traditional rotoscoping involves each animation cell being drawn over a film frame of an 
actor or live action setting - a technique that is, in a sense, akin to blending live action and 
animation. 
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takes her to the ocean depths and into the Bead World, should then visually 
and symbolically represent her inner process as she overcomes her fear. 
The chapter investigated how Miyazaki's magical realms communicate - on a 
metaphorical level- his characters' coming of age narratives. An interesting 
study would entail extending the research question to other anime directors, 
or to the area of children's animation in general. Moreover, a fertile area of 
film/ cultural studies would be to implement a broad comparison between 
Japanese and American animation styles, in both stylistic and ideological 
terms. Whereas adult animation is mainstream in Japan, in America and 
Europe, animation is seen as the preserve of children's film and television - as 
it is in South Mrica. Interrogating the assumptions whereby animation is 
"relegated" to children's film could be effective in dispelling the notion that 
animation is in anyway unsophisticated, or inferior to live action cinema. 
8.4 Animating Africa 
Chapte?'6 undertook a comparative study of three animated children's films-
either made or set in Mrica - in order to explore the aesthetics of cultural 
expression in conjunction with the aesthetics of subjective perception. 
Drawing on literature about oral storytelling, the chapter investigated the 
ways in which these animated narratives are able to externalise the realm of 
the imagination. The research suggested that African animated features are 
potentially able to draw on aspects of cultural expression, and on the lore 
around liminal zones and parallel realms, in order to create narratives that 
reflect imaginative processes - usually visible only within the "mind's eye". 
The research also uncovered some of the disjunctions and anomalies that can 
arise from the intersection of African and European cultural practices. A key 
recommendation to emerge is that local animators should distinguish their 
work from bigger-budget Hollywood fare through striving for a unique 
vision and an African branding. However, at the same time these filmmakers 
need to consider accessibility and the demands of the international market. 
Using Zinzi and the Boondogle as a case in point, I asked how one sets about 
making a South African film that is authentic, not only with regard to 
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aesthetics and language, but also in terms of its narrative and theme. Given 
that the film is at its heart about child-headed households, it is crucial that the 
story portrays a contemporary picture of African society - one that is 
geographically and socially grounded. Combined with this element of 
realism, the cinefantastic element common to much African cinema offers 
potent means to "film the unfilmable" alternatives to everyday reality. 
The chapter mentioned schemes afoot to develop a national animation culture 
in South Africa, for instance the Animation Production Training Initiative, 
established in 2005. Tracking the development of such projects would 
constitute timely and valuable research. A particularly pertinent question is 
whether or not new African animation creates a local look, as in 
"junkmation", or aspires to the Western aesthetics to which audiences are 
accustomed. Such a study could extend to the role of co-productions, for 
example those with Canada, a country with both a long-standing animation 
industry and a co-production agreement with South Africa. It would be 
worth evaluating to what extent, if any, the demands made by co-production 
influence the creation of an authentic African aesthetic. 
8.S Adapting "in reverse" 
Cinema was shown in Chapter 7 to be, like literature, entirely able to convey 
interior states - albeit by different means. The chapter inverted adaptation 
theory, as it were, to consider the process of re-writing the screenplay of Zinzi 
and the Boondogle as a novel, focusing on the depiction of the characters' inner 
states. The findings suggested that, whereas the novel is able to communicate 
interiority via direct means, the screenplay needs subtly and systematically to 
embed clues for cinematography, sound, music and editing in order to access 
inner states to the same extent. Mise-en-scene should work in conjunction with 
point of view in order to achieve focalisation, which can enhance audience 
identification. In addition, specific camera movements are able to evoke 
mental processes, and animation is a particularly powerful means of drawing 
the spectator into the interior space of a character. 
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While Chapter 3 identified screenwriting manuals that rail against the use of 
oneiric representation, the research in Chapter 7 revealed some of the other 
prejudices that proliferate about film's inability to express interior states. 
Given that many of these biases are echoed in screenwriting guides, I believe 
that there is a call for a systematic review of advice administered by their 
authors - often self-appointed scriptwriting gurus. Granted, the conventional 
wisdom is often useful, but sometimes the pedagogy is unnecessarily 
inhibiting for the fledgling screenwriter, and detrimental to the industry as a 
whole - as the three-act structure, action-driven plot, and ultimate return to 
the status quo are preserved as sacrosanct. These manuals could also be 
critiqued in terms of their cultural hegemony, in which the diversity of world 
cinema is paid no heed, and the contemporary Hollywood blockbuster is held 
up as the only worthy goal. 
8.6 Coda 
My research has attempted to identify ways in which filmmakers can 
externalise interiority on the screen. The impetus to undertake the study 
emerged out of a deep respect for what film at its best can do: entertain, 
inspire, teach, humour, uplift, even transport us to other worlds. This 
prowess is rooted partly in film's ability to make tangible - visually and 
aurally - the innermost dreams, thoughts and emotions of screen characters. 
This thesis has pointed to a few of the ways in which filmmakers might 
explore the human conscious and unconscious to create stories that not only 
entertain, but touch us to our very core. 
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PRE-TITLE SEQUENCE - INT. SHOP - NIGHT 
In the silent shop, next to the till, stands a chunky 
beaded two-headed dog, its identical heads facing in 
different directions. Its body bristles with nails that 
stick out from between the beads, and its four mirror eyes 
glint in the moonlight. With a creak, the two heads twist 
towards one another. 
DOG HEAD ONE 
It is nearly time.:. 
DOG HEAD TWO 
Time. For the New Year to begin, 
and with it a new story. 
DOG HEAD ONE 
Story. A story of treacherous 
tasks and trickery. 
DOG HEAD TWO 
Trickery. Of loss and of 
heartache. 
DOG HEAD ONE 
Ache. We will see four childr n 
come and go. 
DOG HEAD TWO 
Go. But we'll be here. 
DOG HEAD ONE 
Here. We are always here. 
DOG HEADS ONE AND TWO 
Watching. 
TITLE SEQUENCE - EXT. STREET - NIGHT 
A bird's eye perspective of Cape Town - a sparkling 
wonderland of lights: Table Mountain in its sheen of light, 
the harbour lights doubled in the water. 
We descend into Hartley Road in the area of Zonnebloem. The 
narrow road wends its way up the steep hillside, jammed 
with rickety cars parked head to tail on the kerb. 
Lining the road on either side, the pastel-painted houses 
are built closely together - peeling and ramshackle. 
Christmas lights are strung across the windows that face 
the street, where a big party is pumping. 
A CROWD OF REVELLERS is watching a TROUPE OF MINSTRELS pass 
by. The minstrels, with painted faces and satin suits, sing 
and play banjos and brass. A group of CHILDREN tag along 
with the troupe, singing and dancing. Dogs yap alongside. 
1 
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Leaning on a gate outside a down-at-heel Cape Victorian 
house, watching the procession, is the slight figure of a 
twelve-year-old girl - ZINZI - with beaded braids pulled 
back, exposing her thoughtful eyes. 
Playing a trombone in the procession is an upright, thick-
set, kind-looking man, MR SOLOMON (50). He moves to the 
edge of the procession and turns to play a few melancholic 
bars in the direction of Zinzi. She gives him a sad smile 
of acknowledgement. Mr Solomon doffs his cap and joins the 
procession again. 
Two twelve-year-old girls dressed up for the night -
Zinzi's GIRLFRIENDS - jive along to the music. They beckon 
vigorously for her to join them but she shakes her head and 
gestures with her head to the house behind her. They wave 
and move on together. 
Zinzi spots her three siblings in the jostling crowd and, 
putting on a brave smile, she waves at them as they dance up 
the road towards her. 
VUYO (10) moves wildly to a music in his own head. Tall for 
his age, with his skinny jeans, dark-rimmed glasses and 
unruly hair, he looks like a gangly bird struggling to take 
flight. 
SAM (8) is a sturdy little boy, with a number 2 haircut. He 
wears shorts, a torn tee-shirt, and a superman cape around 
his neck. Sam mischievously grins as he dodges peop~ in the 
crowd to catch up with his little sister LEILA (3). 
Leila, a tiny ball of volatility, giggles with delight. Her 
springy curls bounce around her neck and frame her soft, 
chubby face. She lifts up her battered TEDDY BEAR so that he 
won't miss any of the action. 
REVELLERS 
Ten, Nine, Eight, Seven, Six, 
Five ... 
As the countdown gathers energy, Zinzi sinks into herself 
with a deep sigh. 
REVELLERS 
Four, Three, Two, One ... HAPPY NEW 
YEAR! 
Fireworks explode in fountains of light. Zinzi forgets 
herself for a moment and gazes up at the explosions lighting 
up the mountain. 
A shrill voice cuts through Zinzi's reverie. 
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MRS VALENTINE 
Don't you know what time it is? 
It must be after midnight! What a 
racket! 
MRS VALENTINE (40), the children's landlady, beats a path 
through the crowd with her pink umbrella. She wears red 
high heels and a clinging knee-length evening dress, 
accentuating her multiple curves. Her hair is in a bouffant 
style. 
MRS VALENTINE 
Out of my way! Can't you idiots 
look where you're going? 
Her umbrella knocks a cup of coffee from GOGO's hand. Gogo 
(60) wrinkled, wiry and vigorous, perches on a low garden 
wall between two other women, who clasp mugs, a picnic 
basket at their feet. 
MRS VALENTINE 
You lot are still up? I expect 
you at the shop - eight sharp! 
Mrs Valentine click-clacks towards the gate, where Zinzi is 
standing. Zinzi steps back to make way for her. 
ZINZI 
Evening, Mrs Valentine. 
Mrs Valentine stops to point a finger at the procession. 
MRS VALENTINE 
It was impossible getting home 
through that lot. Skollies! 
Zinzi turns her back on Mrs Valentine and rolls her eyes 
complicitly in Gogo's direction. Gogo flashes Zinzi a warm 
smile. 
Zinzi turns quickly at the sound of her mother's weak voice, 
coming from inside their home - a converted garage attached 
to Mrs Valentine' house. 
INT. ZINZI'S HOME - AFTER MIDNIGHT 
MOTHER 
Happy New Year, Zinzi! 
3 
Zinzi's MOTHER lies in a single bed, painfully frail. She 
wears spectacles, which are attached to an intricately beaded 
string around her neck. 
Zinzi investigates the medicine bottles on the window ledge. 
She gives pills and a glass of water to her mother and 
watches anxiously to see that she swallows each pill. 
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MOTHER 
Happy New Year, Zinzi! 
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MOTHER (CONT'D) 
Thank you Zinzi. You've been such 
a good nurse all this time. 
4 . 
Her mother removes her spectacles and looks into Zinzi's 
eyes. 
MOTHER 
Zinzi, I'm very tired. 
ZINZI 
But Mama, your fever's gone down. 
MOTHER 
So did your father's before he 
died. 
ZINZI 
That doesn't mean anything! 
Her mother closes her eyes for a moment, before opening 
them once more. 
MOTHER 
I know you must be frightened. 
Zinzi shakes her head vigorously. She snatches up the 
bottles of pills and bangs them back on the windowsill, 
where she fusses over their order. 
~ 
Her mother pats the bed next to her, and Zinzi returns to 
the bed, and sits down - her shoulders hunched. 
MOTHER (CONT'D) 
Zinzi, it's time we talked. 
Zinzi gives a reluctant nod. 
MOTHER (CONT' D) 
You know I haven't been able to 
rely on our relatives since your 
father died. When I go, Zinzi, 
you'll be alone with the 
children. 
Zinzi stares down, twisting a braid around her finger. 
MOTHER (CONT'D) 
What keeps me awake at night is 
the thought of you all out on the 
street, hungry and cold. 
Zinzi looks up and stops twisting her braid. 
ZINZI 
I won't let that happen! 
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zinzi's mother leans forward. 
MOTHER 
I worry that they might split you 
up. I need to know that you will 
do everything you can to keep the 
family together. 
ZINZI 
I will, Mama. 
Her mother holds Zinzi's gaze. 
ZINZI (CONT'D) 
I promise. 
Her mother falls back against the pillow, relieved. 
MOTHER 
Thank you. 
oJ • 
Zinzi throws her arms around her mother's neck, bursting 
into tears. 
ZINZI 
But Mama, I won't know what to 
do. 
MOTHER 
Listen to your heart. It will guide 
you. 
Zinzi lies in silence next to her mother. They speak in a 
murmur. 
ZINZI 
But I can't hear it. 
Her mother picks up zinzi's hand and holds it to Zinzi's 
heart. 
MOTHER 
You won't hear your heart. You'll 
feel it. Close your eyes. 
Zinzi closes her eyes. She shakes her head. 
ZINZI 
All I feel is frightened. I can't 
feel anything else. 
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5 
6. 
EXT. HARTLEY ROAD - CONTINUOUS 
Vuyo, Sam and Leila are in the thick of the jostling 
procession, Vuyo holding tightly onto Leila's hand. Squeals 
of anticipation rise up in the crowd. 
Fiercely painted men, wearing war paint and feathers, 
charge through - parting the crowd - scattering children 
who shriek excitedly, running for their mothers ar~s. 
Sam imitates a man with a particularly fierce face, lunging 
and roaring. 
The men mock-threaten the kids, every now and again 
swooping to pick up a child, before returning them to the 
crowd. 
One of the men grabs Leila from Vuyo. Leila clutches Teddy 
tightly and giggles with delight as the man throws her up 
into the air, making menacing faces and bellowing all the 
while. 
INT. ZINZI'S HOME - 1 A.M. 
Zinzi's mother is sleeping. 
Next to her, Zinzi has nearly completed a red ribbon-shaped 
badge. A saucer of little red beads lies next to Mer on 
the bed. 
Vuyo, Sam and Leila burst through 
themselves onto the bed, knocking 
Zinzi 
Vuyo 
jumps up. 
ZINZI 
You're so clumsy! 
hangs his head, shame-faced. 
SAM 
You're so mumsy! 
the front 
over the 
Sam mocks 
Their mother opens her eyes, weary. 
MOTHER 
Children ... 
door and hurl 
saucer of beads. 
Zinzi -
4 
5 
Zinzi glares at Sam, as she plucks beads out of the blanket's 
folds. 
ZINZI 
(mutters to herself) 
It's so easy for them. Don't they 
see what's going on? 
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SAM 
Did you see the fireworks, Mama? 
MOTHER 
No, Sam, but I sure heard them ... 
Sam flings his arms in all directions, making explosive 
noises. 
LEILA 
Like fai-wy stars, Mama! 
Leila nestles her head in her mother's lap. 
LEILA (CONT'D) 
Lots and lots of stars. One, two, 
fwee - urn - one hun-dwed, fifty, 
a fousand! 
Her mother mouths to zinzi. 
MOTHER 
Look after my baby. 
zinzi nods, squaring her shoulders. 
VUYO 
I drew a picture for you ... 
Vuyo tears out of his exercise book a drawing of exploding 
sparks. 
MOTHER 
It's gorgeous Vuyo ... put it where 
I can see it. 
Vuyo pierces the picture onto a nail on the wall and goes to 
sit by his mother. Sam bounces around until his mother puts a 
hand on his leg and he settles down. Their mother draws them 
all close. 
MOTHER (CONT'D) 
Happy New Year, my darling 
children. 
Fighting back the tears in her eyes, Zinzi pulls away from 
her mother's arms and goes to the doorway. Her slight figure 
stands alone, outside the circle of warmth. 
Zinzi stares across the crowd and over the row of rooftops 
towards the harbour lights. The tears in her eyes reflect the 
fireworks exploding outside. 
DISSOLVE TO: 
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8. 
EXT. GRAVEYARD - AFTERNOON 
Zinzi stands alone with tears in her eyes. 
The gum trees rattle and creak in the wind. 
Leila and Sam hang on either side of Vuyo. Leila holds her 
Teddy. Sam scuffs his best shoes in the dirt, with little 
repetitive kicks. 
The children are part of a small GROUP OF MOURNERS, 
including Gogo whom we met in the opening scene. Her bead 
bangles slide on her arms as she sways, leading the 
singing. A beaded gourd swings from her white bead 
necklace. 
Zinzi tries to sing along but her voice chokes up. She 
picks up Leila and draws her tight. 
6 
Gogo slips an ostrich egg bangle from her arm and places it 
on the coffin, which SEVERAL MEN are lowering into the grave 
on ropes. 
Vuyo lifts his teary eyes from the coffin to the dark 
mountain. For a few moments, he gazes at an EAGLE, its great 
wings silhouetted against the cloud - swooping with the wind. 
Shovels pat earth on the new grave. Hands lay down posies. 
~ 
Vuyo moves a bouquet to anchor down a drawing of the four 
children with their mother and father, sitting around a 
table. 
EXT. GRAVEYARD - A LITTLE LATER 
- AT THE GATE 
Zinzi politely receives condolences at the gate, while Vuyo 
awkwardly hangs back, tracing figures of eight in the sand 
with his foot. 
- ACROSS THE GRAVEYARD 
Sam and Leila have wandered off. 
Leila is squatting in the dirt. She hums under her breath, 
breaking off every now and again to whisper in Teddy's ear. 
She wipes her tears and smears muddy streaks over her face 
and dress. 
7 
Sam slowly kicks a cooldrink can against the graveyard wall. 
Gogo approaches Sam and Leila with a twinkling smile, and 
taking one child in each hand leads them over to the others. 
She draws the children into a group. 
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GOGO 
I will miss your mother: she was 
like a daughter to me. We all 
loved her at the shop. She had a 
special way with the beads, and a 
gentle touch with people. 
ZINZI 
Thank you, Gogo. 
GOGO 
You know where to find me should 
you need anything at all. 
Zinzi bristles, pulling Leila to her tensely. 
ZINZI 
We'll be okay. 
Zinzi moves to leave, but Gogo draws her aside. 
GOGO 
You are frightened now, of course 
you are. But, Zinzi, there will 
come a day when you will face your 
fears. 
ZINZI 
Thanks, Gogo. We must go now. 
Zinzi turns to leave, the others following her. 
GOGO 
You will be free then to listen to 
your heart. That is what your 
mother wanted for you, most of all. 
Gogo's bead-covered gourd shimmers magically. 
EXT. STREET - LATE AFTERNOON 
The sky is heavy with dark clouds. 
9. 
Zinzi leads the way home up a long hill - the other three 
trailing behind. 
8 
They pass a park, where NEIGHBOURHOOD CHILDREN are playing -
happy and carefree. Two of Zinzi's girlfriends are sitting 
giggling on a park bench. When they see Zinzi they stop 
abruptly and wave tentatively at Zinzi. She gives them a 
tight brave smile and then beckons to her siblings to catch 
with her. 
They pass SOLOMON'S CORNER STORE where Mr Solomon - wearing 
an apron - appears in the doorway with a pot of soup, a loaf 
of bread and a can of pears, which he gives to the children. 
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Sam makes a big show of sniffing hungrily at the pot. 
LEILA 
Mistah Solomon, our mama's gone 
to be wif daddy! 
MR SOLOMON 
Yes, I heard about your mother. I 
am so sorry, children. She was a 
good woman. 
ZINZI 
Thank you, Mr Solomon. 
ZINZI'S HOME - DUSK 
10. 
Rain runs down the windowpane and drums on the zinc roof. 
9 
Vuyo, Sam and Leila sit silently around the table, disturbed 
only by the clink-clink of Sam's spoon as he mechanically 
eats his soup. 
Leila pushes crumbs at her Teddy's stitched mouth. 
Vuyo eats half-heartedly while drawing a picture of his 
mother - her spectacles hanging characteristically on their 
beads. 
Zinzi stands at the counter reading a book. Her so~. and 
bread remain untouched beside her. 
They look up at a clattering of heels followed by a ring on 
the doorbell. Zinzi quickly wipes the counter. 
Zinzi looks through the peephole to see a distorted Mrs 
Valentine - hair in curlers. 
Zinzi opens up; Mrs Valentine backs in, shaking her UMBRELLA 
outside. 
MRS VALENTINE 
Rain in summer! Something odd in 
the air, I can feel it. 
She hangs her umbrella and an enormous patchwork leather BAG 
on a chair. 
The kids barely look up. 
SAM & VUYO 
Evening, Mrs Valentine. 
LEILA 
Mama's not here! She's wif 
Daddy. 
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MRS VALENTINE 
(raises eyebrow) 
Yes, children. I'm heart-sore 
about that. I don't know what I'm 
going to do without her at the 
shop. 
The children stare into their bowls. 
MRS VALENTINE (CONT'D) 
I've brought you a present! 
11. 
Sam and Leila's faces flicker with interest as Mrs 
Valentine draws a calendar out of her bag - an advertising 
freebie. January depicts Table Mountain. 
S~ 
(whispers) 
Rubbish present. I saw them for 
free at Bassodien's Butchery! 
Zinzi snorts under her breath. 
Leila pouts with disappointment. 
Mrs Valentine hangs the calendar on the nail - mostly 
obscuring Vuyo's fireworks drawing. Vuyo swallows hard. 
Mrs~Valentine whips Vuyo's pen out of his hand, and circles 
every Monday in January. 
MRS VALENTINE 
The rent is due today. One hundred 
every Monday. 
The children gasp. Zinzi takes a jar down from the shelf and 
empties it onto the table: a little pile of coins. 
MRS VALENTINE (CONT'D) 
Siestog! That's pathetic! You can 
ask anyone at the shop: I've got a 
big heart - generous to a fault. 
She pokes dismissively at the coins. 
MRS VALENTINE (CONT'D) 
But I am not a charity! Just how 
do you lot plan to pay your rent? 
Leila pulls a necklace from under her shirt - a crazy lumpy 
mix of colours. 
LEILA 
You can buy my neck-lace! I made 
it. 
The other children exchange glances, rolling their eyes. 
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MRS VALENTINE 
(big sigh) 
Ag shame! Something should be done 
about this motherless baby. 
LEILA 
I'm llQ£ a baby - I'm free! 
Leila proudly shows three filthy fingers. 
12. 
Mrs Valentine looks Leila over - her face is still stained 
with tears and mud. 
MRS VALENTINE 
You kids clearly can't take care of 
this baby. 
Horrified, Zinzi pulls Leila towards her. Sam rushes to the 
windowsill and grabs a bunch of more stylish necklaces. 
S~ 
Zinzi and Vuyo did these this 
holiday! Helping Mama make things 
for your shop. 
Mrs Valentine examines the items with interest. 
MRS VALENTINE 
I have enough necklaces, children. ~ 
(considers) 
But, we happen to be making a new 
range of badges. I might have a 
couple here. 
She scrabbles in her bag - throwing out a flurry of crumpled 
tissues stained with pink lipstick, a cellphone, a compact 
and a squishy banana. Zinzi wrinkles her nose. 
Mrs Valentine checks her reflection in the compact mirror, 
and smiles - pleased with what she sees. 
Mrs Valentine retrieves three badges that say I LOVE CAPE 
TOWN and which have designs either of a dolphin, a baboon or 
an eagle. 
MRS VALENTINE (CONT'D) 
The tourists love these. Dolphins 
for the sea, baboons for the 
mountain, eagles for the sky. 
ZINZI 
How many do you want for the rent? 
MRS VALENTINE 
One hundred. By tomorrow. 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
MRS VALENTINE 
(big sigh) 
Ag shame! Something should be done 
about this motherless baby. 
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11 
LEILA 
What a lot! 
VUYO 
Impossible. 
LEILA 
(counting on her fingers) 
One, two, fwee, fif-teen ... a 
hund-wed! 
SAM 
(bangs table) 
It's not fair! 
ZINZI 
Shush, Sam. 
Zinzi fixes Mrs Valentine firmly in the eye. 
ZINZI (CONT'D) 
We'll do it. 
Mrs Valentine picks up her bag and umbrella. 
MRS VALENTINE 
Nine tomorrow then - at my shop. 
EXT. ZINZI'S HOME - CONTINUOUS 
Mrs Valentine click-clacks across to the main house, 
muttering to herself. 
MRS VALENTINE 
If that lot makes the badges, 
I'll eat my Sunday hat. Still, I 
can't lose. When they turn up 
without the badges, I will have 
every excuse to throw them out. I 
am sick of those noisy kids. 
INT. ZINZI'S HOME - CONTINUOUS 
13. 
The children stare at the sample badges in gloomy silence. 
SAM 
Beading's not for boys! 
Sam shoves the tin of beads across the table. 
ZINZI 
And I suppose it's cool for boys to 
live on the street? 
Sam thinks about it and shrugs. 
10 
11 
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SAM 
Then only if I can do the baboons. 
VUYO 
It's a deal. 
SAM 
I saw them at Cape Point. Baboons 
have got guts ... They stole our 
teacher's sandwich! 
14. 
Sam bounces around the room scratching his armpits, then 
tunes the radio to a funky song. 
The children hunker down round the table and set to work, 
whistling along to the radio. 
Leila sorts the beads, painstakingly picking out one bead 
at a time. Sam reaches over her, grabbing beads ... 
SAM 
Leila! You're in the way! 
LEILA 
No! That's my job! 
Leila swats Sam's hands away from the tin - and sends the tin 
flying - beads showering the room. 
SAM 
Lei-Iaa! 
Leila flings herself onto the couch, clutching Teddy and 
sobbing. Vuyo goes to comfort Leila. 
Zinzi turns on Sam, her eyes narrow, and hisses -
ZINZI 
Didn't you hear Mrs Valentine? They 
could take Leila away! 
Zinzi looks at the table, strewn with scattered beads. 
ZINZI (CONT'D) 
I give up. 
The children stare aghast as Zinzi pulls a suitcase from on 
top of a cupboard, throws it on the floor and opens it up. 
ZINZI (CONT'D) 
There's no way we can do the badges 
by tomorrow. Let's get out of here 
before they come for Leila. 
Zinzi roughly piles clothes into the case. 
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15. 
Suddenly - DARKNESS and SILENCE as the lights and radio cut 
out. A sliver of light falls in from the street lamp. 
SAM 
It's so da - ark! I can't see! 
Sam flings himself at Vuyo, burying his face in his chest. 
Vuyo, Sam and Leila huddle together on the bed as Zinzi 
fumbles to locate matches. 
Zinzi lights a candle on the bedside table, which 
illuminates Zinzi's mother's spectacles on their bead 
string. Zinzi detaches the spectacles and knots the beads 
around her neck. 
ZINZI 
I promised Mama I'd keep the 
family together. 
Zinzi closes the suitcase. 
ZINZI (CONT'D) 
We're staying. Bed time everyone. 
Sam lights another candle from the one on the shelf, and 
sets it by his bed before climbing in with a Superman 
co~c. 
Vuyo starts to pick up the scattered beads. Zinzi sits down 
on the couch to resume beading. 
Leila - still clutching Teddy - sleepily lays her head in 
Zinzi's lap. 
Vuyo watches Zinzi struggle to thread a needle in the 
candlelight. 
VUYO 
Zinzi, you must let me help. You 
can't do it all. 
Zinzi looks up at Vuyo. She looks at the clock: it's after 
eight. She sighs, handing Vuyo a needle and thread, and 
making space for him on the couch. 
A CLOSE-UP of a new candle ... 
DISSOLVES TO: 
INT. ZINZI'S HOME - LATER THAT NIGHT 12 
A CLOSE-UP of a half candle. 
L 
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14 
16. 
Zinzi and Vuyo are both beading. 
DISSOLVES TO: 
INT. ZINZI'S HOME - EVEN LATER THAT NIGHT 
A CLOSE-UP of a candle stub. 
Only Zinzi is still beading. 
Zinzi rubs her eyes, and looks at the others. 
Vuyo has fallen asleep on the couch, his head on the 
armrest - squashing his glasses at an angle against his 
face. 
Sam is asleep in bed, his Superman comic across his chest. 
Leila is still curled with her head on Zinzi's lap. 
Zinzi yawns, her eyes closing momentarily. She jerks them 
open - but they soon close again. Her hands keep beading, 
as if in auto-drive - while she slips into a waking 
nightmare ... 
EXT. STREET - DAY - ZINZI'S DREAM 
13 
14 
Colour is over-saturated, bright and the figures d~torted. 
The four children are huddled on the pavement - clothes 
ragged, faces grimy. Leila lies with her head on Zinzi's lap. 
All of a sudden, mill ons of beads bucket down from the sky. 
Leila starts to cry, and Zinzi quickly covers her face to 
protect her. 
The road has become a rushing river of beads. A dolphin 
swims towards them, diving in and out of the colourful, 
swirling beads. 
As the dolphin breaks the surface once more, it changes into 
a baboon, which springs onto the pavement and rushes barking 
towards the cowering children. 
Just as the baboon reaches them, it changes into an eagle, 
which takes off on great, outspread wings. 
The bead river washes Leila from Zinzi's lap. Zinzi leaps up 
after her -
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17. 
INT. ZINZI'S HOME - AS BEFORE 15 
Zinzi wakes with a jolt - tears in her eyes. Her sudden 
movement wakes Leila in her lap. Leila startles and whimpers, 
and Zinzi strokes her curls until she goes back to sleep. 
Zinzi lifts up the badge in her other hand and sees that 
during her nightmare she has muddled the three creatures to 
make a mutant badge figure. 
A frightened teardrop rolls down Zinzi's cheek and falls onto 
the badge in her hand. 
Through the tear we see the beads of the badge shift and 
swell ... 
with a shriek and an explosion of light, the mutant figure 
inside the badge shakes itself, steps out of the badge -
becoming three dimensional as he does so - and stands regally 
in Zinzi's hand. This is the BOONDOGLE. 
This Boondogle is just a few centimeters tall: he has a hairy 
baboon's face, chest, and hind legs; the smooth tail and 
torso of a dolphin; and feathery eagle wings and talons. 
Zinzi stares aghast at the Boondogle before vigorously 
sha~ng her hand to rid herself of him - but he hops onto 
the table where he triumphantly kicks the badge with the 
muddled image onto the floor. 
Zinzi stares at him, rubbing her eyes in disbelief. 
The Boondogle looks around the room, a broad grin breaking 
out on his tiny face, and punches the air with glee. 
ZINZI 
Hello? 
The Boondogle clears his throat and replies elegantly -
BOONDOGLE 
I beg your pardon. I've been rude. 
I'm overwhelmed with gratitude! 
Your fear has brought me down to earth 
Tonight's the night of my re-birth! 
ZINZI 
I'm glad to have helped, urn ... 
But who are you? 
The Boondogle scratches his head and looks down at his body 
with a frown. 
BOONDOGLE 
I am creature from afar, 
My newest shape is quite bizarre. 
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His face lights up and he claps happily. 
BOONDOGLE 
It's mine for now, all the same ... 
Yes! Boon-do-gle seems a perfect name! 
He extends his tiny talon. Zinzi puts out her little 
finger, which he shakes enthusiastically. 
ZINZI 
I'm Zinzi, pleased to meet you, 
Boon ... boogle? 
18. 
The Boondogle petulantly stamps his little foot and snaps -
BOONDOGLE 
Boondogle! 
(patronisingly slowly) 
Baboon of guile and Dolphin swift, 
Eaglg fierce - I have each gift. 
He demonstrates his features as he mentions each animal. 
ZINZI 
Oh, sorry! Mr Boon-do-gle. You 
sure are talented ... 
The Boondogle grins playfully, does a little tap dance over 
to the unfinished badges, which he examines, talking over 
his shoulder. ~ 
BOONDOGLE 
Well, not to brag, but do you know ... 
With beads like these I'm quite the pro! 
ZINZI 
What do you know about beads? 
Zinzi looks doubtfully at the tiny creature, who puffs 
himself up to orate afresh, pacing theatrically up and down 
the table. 
BOONDOGLE 
From Afric's north to southern shore, 
Stretching back to days of yore, 
Beads have taken pride of place, 
Wealth of kings, diviners' grace. 
Zinzi listens intently - taking it all in. 
BOONDOGLE (CONT'D) 
Spells and curses, wishes,charms, 
Magic that both helps and harms! 
Lover's letters, trader's coin, 
In beads you'll find these roles conjoin! 
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ZINZI 
(smiling shyly) 
Wow, quite impressive. I never 
thought of beads that way. 
19. 
But the Boondogle isn't listening. He's moved to the table 
edge to stare enchanted at the sleeping Leila - illuminated 
by the candlelight. Her little curls frame her soft face. 
Her Teddy is tucked in her arms. 
The Boondogle points down at the suitcase and nods back at 
Leila. 
BOONDOGLE 
Too young to sleep out on the street: 
No roof, no bed, no food to eat! 
Zinzi gulps. Her eyes grow wide with fear. 
ZINZI 
My dream! How ... ? 
The Boondogle looks at Zinzi's terrified face, grins and 
swells to double his size. 
The Boondogle flexes his eagle wings and flies awkwardly 
over to the couch where he crash lands on the armrest, 
opposit~ to the side where Vuyo is sleeping. Teetering, he 
looks down at Leila. 
Zinzi gasps and rushes after him. 
ZINZI 
Stay away from her! 
The Boondogle grows a second time, to thirty centimeters 
tall, before flying back to the table. 
BOONDOGLE 
I've caused alarm, I do regret, 
I'm here to play, you're not to fret! 
I can make three wishes true: 
So tell me - what is troubling you? 
ZINZI 
(mutters) 
Leave me alone. I have a hundred of 
these to make by morning. 
Zinzi sits down before the handful of completed badges and 
takes up her beading. 
The Boondogle smugly monitors her slow progress. 
BOONDOGLE 
A century? That's quite a ton -
To bat alone is not much fun. 
-
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Who's holding up the other end? 
They're all asleep, you need a friend! 
20. 
Zinzi looks at the Boondogle for a long moment, before 
reluctantly threading a second needle and handing it to 
him. But he snorts and gleefully throws it dart-like, to 
pierce Leila's Teddy, tucked in her arms. 
Zinzi winces and inhales sharply. Seeing this, the 
Boondogle grows a third time, shooting up to the size of a 
small child - so that from his position on the table he 
looms right over Zinzi. 
BOONDOGLE (CONT'D) 
I don't need your flimsy thread ... 
I'll use a magic spell instead! 
He swishes his dolphin tail and flaps his wings. 
BOONDOGLE (CONT'D) 
Fear my ventricular lustrations 
Hear these auricular cantations ... 
Zinzi stares as the piles of loose beads start to sparkle 
and move ... 
BOONDOGLE (CONT'D) 
Take our orbicular creations, 
Make three particular collations! 
On the word 'collations' - there is a CLICK as the~eads fall 
into place and the handful o  badges turns into a pile of one 
hundred. Zinzi picks up a badge in wonder, before digging 
into the pile and letting badges run through her hands. 
ZINZI 
Awesome! 
(suddenly worried) 
But how can I thank you? 
BOONDOGLE 
Comestibles would do for now ... 
Sustenance, grub, victuals, chow! 
ZINZI 
(jokingly) 
You're throwing the whole 
dictionary at me! 
BOONDOGLE 
My magic's only good for beads 
But in this world, I've other needs ... 
Zinzi looks as confused as ever. 
BOONDOGLE (CONT'D) 
Come on zinzi, food of course -
I'd quite gladly eat a horse! 
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ZINZI 
I've got a little soup ... Lentil 
though, not horse! 
21. 
The Boondogle grunts assent. Zinzi puts her abandoned bowl of 
soup in front of him on the table. He eyeballs her portion of 
bread on the counter. 
ZINZI (CONT'D) 
That's the only bread we've got! I 
kept it for the children's 
breakfast. 
BOONDOGLE 
The only bread? The cupboard's bare? 
Well, not to worry - I can share. 
Zinzi smiles in relief. 
BOONDOGLE (CONT'D) 
But let me give you free advice, 
More badges will fetch twice the price. 
Zinzi looks at him questioningly. He jabs a talon at the pile 
of coins Zinzi emptied out of the jar when Mrs Valentine 
visited. 
BOONDOGLE (CONT'D) 
A roof alone is not enough,. 
You'll soon need cash for food and stuff. 
Zinzi nods in slow agreement. 
The Boondogle picks up the bowl of soup and downs it in one 
long slurp. 
Eyeing Zinzi defiantly, the Boondogle jumps from the table to 
the counter, where he wolfs down the bread in a second. 
The Boondogle laughs delightedly at Zinzi's fury. 
BOONDOGLE (CONT'D) 
I'll be back to help you bead -
A friend in need's a friend indeed. 
Zinzi turns to the calendar. 
ZINZI 
Well, the rent is due every Monday -
But the Boondogle burps loudly, so the candle flame splutters 
and goes out. He vanishes in a flash of light. 
Zinzi stares at the dark space where the Boondogle has been. 
Vuyo sits up on the couch, flapping his hand before his nose. 
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VUYO 
Gross, Zinzi! 
22. 
Vuyo sees the badges and is gob-smacked. He takes off his 
glasses, rubs his eyes, and puts his glasses back on again. 
He runs his hands through the badges, shaking his head in 
wonderment. 
Zinzi blows out the candle, picks Leila up and carries her to 
bed, and collapses next to her. Vuyo gets into the other bed 
with Sam, who grumbles and smacks his lips in his sleep. 
VUYO (CONT'D) 
Zinzi - how did you do it? 
Zinzi rolls over into a foetal position, her back to Vuyo. 
Dawn light brightens the window, illuminating Zinzi, fast 
asleep. 
EXT. HARBOUR - EARLY MORNING 
The children walk alongside the water, past fishermen and 
brightly coloured boats. 
16 
Zinzi has her little rucksack on her back. Vuyo carries the 
badges in a basket. 
VUYO 
Zinzi. I can't believe you did 
all hundred ... 
ZINZI 
Come on, Vuyo! We're late. 
Sam dribbles his ball rather close to the edge, Leila 
chasing behind. 
ZINZI 
Get away from the edge! 
SAM 
Just because you're scared of the 
water ... 
Sam jumps down into a little rubber dinghy alongside a 
fishing boat. Leila climbs down after him. 
LEILA 
(singing) 
Wo, wo, wo your boat ... 
ZINZI 
Leila! Sam! Get out of there! 
SAM 
You're boring! 
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LEILA 
You're not mama! 
23. 
Zinzi swallows hard, and looks across the water, where a 
school of dolphins is playing. 
EXT. SHOPS AT WATERFRONT - EARLY MORNING 17 
The children walk through CROWDS OF SHOPPERS at the 
waterfront. They pass FLOWER SELLERS, DANCERS and MARIMBA 
MUSICIANS. 
A troupe of MIME ARTISTS pose, their faces painted white, 
still as statues. A PASSER-BY tosses a coin into their hat, 
and immediately the mime artists jerk in unison into a new 
pose, before freezing again. 
Sam stands, frustrated that the mime artists are no longer 
moving. He searches his pockets for a coin. Finding none, 
he surreptitiously removes a button from his shirt and 
throws it into the hat. There is no response from the 
troupe, but their leader makes an ugly face in derision. 
Sam runs off after Zinzi, Vuyo and Leila, who are heading 
towards a shop, sandwiched between a spice shop and a 
fabric store . 
.. 
The shop is labelled with a flamboyant sign: Mrs Valentine's 
Bead Curios. They enter the shop through a long curtain made 
out of red bead hearts. 
INT. VALENTINE'S BEAD CURIOS - CONTINUOUS 
The shop is overflowing with beaded items. Vuyo stands 
entranced by a fierce mask staring down from the wall. Sam 
swats him with a ceremonial fly whisk. 
18 
Leila looks up at the two-headed dog that stands by the till. 
She lifts her teddy to greet one head and then the other. She 
stands on tiptoe to stroke it and suddenly both heads wink 
down at her. Smiling shyly, she struggles to wink back, 
twisting her face with the effort. 
Zinzi twirls her braid around her finger, while she waits for 
Mrs Valentine, who is glued to her cell phone. 
Seated in the back of the shop, a circle of FIVE WOMEN, 
inCluding Gogo, sing as they bead. Gogo comes across to 
Zinzi. 
GOGO 
It must have been a hard night 
after the funeral. 
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ZINZI 
(defensive) 
We're fine, Gogo. 
24. 
Zinzi holds up the basket. Gogo peers inside and frowns. She 
touches her gourd. 
GOGO (CONT'D) 
(whispers) 
Who made the badges, Zinzi? 
They are not of human hands. 
Zinzi pulls the basket away from Gogo. 
ZINZI 
These badges will pay our rent. 
Zinzi defiantly tips the badges onto the counter. 
Mrs Valentine turns at the clatter of the badges, and 
flabbergasted, shouts into her cell phone -
MRS VALENTINE 
Call me back! 
She runs greedy hands through the badges. 
MRS VALENTINE (CONT'D) 
Overnight! 
ZINZI 
So can we pay the rent with a 
hundred badges every week? 
Mrs Valentine nods in agreement. Zinzi twists a braid 
nervously. 
ZINZI (CONT'D) 
Mrs Valentine, say we do two 
hundred badges ... Would you give us 
money for food? 
MRS VALENTINE 
Bring them next Monday. 
Zinzi darts a triumphant look in Gogo's direction. Gogo's 
face creases in concern. 
EXT. VALENTINE'S BEAD CURIOS - CONTINUOUS 19 
As the children trail after Zinzi out of the shop, Leila 
points at a figure just a bit taller than her entering the 
shop. It is the Boondogle -decked out in a white suit, scarf, 
straw hat and dark glasses. 
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ZINZI 
( de fens i ve ) 
We're fine, Gogo. 
24. 
Zinzi holds up the basket. Gogo peers inside and frowns. She 
touches her gourd. 
GOGO (CONT'D) 
(whispers) 
Who made the badges, Zinzi? 
They are not of human hands. 
Zinzi pulls the basket away from Gogo. 
ZINZI 
These badges will pay our rent. 
Zinzi defiantly tips the badges onto the counter. 
Mrs Valentine turns at the clatter of the badges, and 
flabbergasted, shouts into her cell phone -
MRS VALENTINE 
Call me back! 
She runs greedy hands through the badges. 
MRS VALENTINE (CONT'D) 
Overnight! 
ZINZI 
So can we pay the rent with a 
hundred badges every week? 
Mrs Valentine nods in agreement. Zinzi twists a braid 
nervously. 
ZINZI (CONT'D) 
Mrs Valentine, say we do two 
hundred badges ... Would you give us 
money for food? 
MRS VALENTINE 
Bring them next Monday. 
Zinzi darts a triumphant look in Gogo's direction. Gogo's 
face creases in concern. 
EXT. VALENTINE'S BEAD CURIOS - CONTINUOUS 19 
As the children trail after Zinzi out of the shop, Leila 
points at a figure just a bit taller than her entering the 
shop. It is the Boondogle -decked out in a white suit, scarf, 
straw hat and dark glasses. 
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VUYO 
It's rude to stare! 
25. 
Sam and Leila scamper off giggling to join Zinzi, who's ahead 
and hasn't noticed the Boondogle. 
INT. VALENTINE'S BEAD CURIOS - CONTINUOUS 
The Boondogle swaggers right up to Mrs Valentine, his hat 
hung low, covering most of his face. 
BOONDOGLE 
(stagey foreign accent) 
You must be Madame Valentine -
This shop of yours is quite divine! 
He kisses her hand and she giggles. He picks up one of the 
new badges. 
BOONDOGLE (CONT'D) 
Whoever made these is a master -
Ask for more, he must work faster! 
Abroad I'd sell a load of these, 
Could I place an order please? 
Mrs Valentine flutters her mascara-laden eyelashes. 
MRS VALENTINE 
No trouble at all! My little 
beaders are busy as we speak. 
20 
The Boondogle gives a satisfied nod. He swaggers out the bead 
curtain, grinning. 
BOONDOGLE (CONT'D) 
(gloats to himself) 
Of Zinzi's fears I came alive, 
I need her fear to live and thrive. 
Zinzi now will need me more 
Than she did the time before. 
Mrs Valentine turns to the other women. 
MRS VALENTINE 
What a charming, well-educated man! 
He's a bit short, but never mind. 
He seems clever - and rich. I'm set 
to make a fortune! 
INT. ZINZI'S HOME - AFTERNOON 
Vuyo crosses out SUNDAY 11th JANUARY on Mrs Valentine's 
calendar. The previous Monday to Saturday are already 
crossed through. 
21 
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26. 
MONDAY 12th and MONDAY 19th are circled as rent days and 
there's a star next to TUESDAY 20th - labelled BACK 2 
SCHOOL. 
Zinzi is busy beading badges at the table. 
VUYO 
How many have we got so far? 
ZINZI 
(sighs) 
Not even half enough. 
Suddenly zinzi's two girlfriends appear at the window. 
GIRL 1 
We're all going over to Chantal's 
house. Won't you come? 
Zinzi puts her head in her hands. 
ZINZI 
No, I really don't feel like it. 
GIRL 2 
We've got the new 'NOW' CD - you 
loved the first track! Com , 
it'll be fun. 
ZINZI 
Maybe some other time. 
The girls shrug and drop out of sight. 
Vuyo raises his eyebrows questioningly at Zinzi. 
ZINZI (CONT'D) 
I promised Leila to take her to 
the park. My friends would never 
understand. 
EXT. PARK - LATE AFTERNOON 22 
Alone on the seesaw, Zinzi beads diligently. Her pair of 
sewing scissors is balanced on her knee, and her little 
rucksack is on the ground. She looks up longingly at Leila 
and Sam playing on the jungle gym - Sam showing Leila how to 
do somersaults. 
- ZINZI'S POV: Vuyo is balanced on the lowest rung of the 
jungle gym. Sam climbs up to the top. Leila follows. 
SAM 
I'm the king of the castle! 
LEILA 
I'm the queen! 
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SAM & LEILA 
You're the dirty rascal, Vuyo! 
Suddenly Vuyo clambers down and comes running towards the 
seesaw. 
Vuyo yanks down the side opposite Zinzi, climbing on. 
zinzi's side bounces up and down again. She grabs onto the 
bead tin -
ZINZI 
Careful! 
B~t Vuyo has started scribbling in his exercise book. He 
holds it up for Zinzi to see: a sketch of the Boondogle. 
Zinzi's mouth falls open in shock. 
ZINZI 
Where's he?! 
The Boondogle coughs indignantly. He has struck a pose in the 
middle of the sandpit, flexing his biceps. Zinzi gives a 
polite little wave. Vuyo leans towards Zinzi. They speak in 
whispers. 
VUYO 
~ You see him too? 
ZINZI 
(nods) 
Promise you won't tell the others? 
VUYO 
Promise. 
ZINZI 
There's something a bit creepy 
about him ... I don't want them 
mixed up in all this. 
Vuyo stares at Zinzi with big eyes. In the background, Sam 
and Leila dash from jungle gym to merry-go-round. 
ZINZI 
He's a ... Boondogle. He did the 
badges. 
Vuyo nods, putting two and two together. 
ZINZI (CONT'D) 
He said he'd come again to 
help ... 
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VUYO 
Great! 
(frowns) 
But ... why are you beading then? 
ZINZI 
I just don't know whether I can 
trust him. Will he really come 
back ... and in time? 
28. 
The Boondogle suddenly appears, squatting on the seesaw's 
centre. He weighs down Vuyo's side with his tail - so the 
seesaw hangs in the balance. He snarls at Zinzi. 
BOONDOGLE 
You have no faith in me my dear, 
It's my game, so listen here: 
I visit when I want to play -
The time is not for you to say. 
ZINZI 
Sor-
But chortling, the Boondogle leaps off - so Zinzi's side of 
the seesaw lands with a THUD that sends beads flying. 
On the merry-go-round - the Boondogle stands right behind 
Leila. Sam and Leila, eyes squeezed closed, notice nothing -
blissfully absorbed in spinning. Sam's Superman cape flies 
out behind him. .. 
Zinzi rushes - terrified - towards the roundabout. The 
Boondogle's biceps swell up visibly and he flashes her a 
triumphant smile and hops off. He hoists himself up onto the 
jungle gym. 
ZINZI 
(voice quavering) 
Come - we're going home. Now! 
LEILA 
I never went on the seeee-saw! 
Vuyo offers the miserable Leila a piggy-back. 
SAM 
Ja! It's not fair! You and Vuyo 
were hogging it the whole time! 
Zinzi drags the protesting Sam off the merry-go-round, 
glancing nervously over her shoulder for the Boondogle. 
- ON THE JUNGLE GYM 
The Boondogle watches from on high as the cross and silent 
foursome trudge up the hill towards home. 
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He admires his newly muscular biceps. 
BOONDOGLE 
It's vital Zinzi does not know 
That it's her fear that makes me grow. 
Each time I give her cause for fright 
I get more strength, increase my might! 
INT. ZINZI'S HOME - EVENING 
29. 
The children sit round the candle-lit table, finishing off 
plates of plain rice. Leila is as usual sharing with Teddy. 
23 
Zinzi is reading her book. Vuyo is doodling in his exercise 
book. 
Sam scrapes his plate clean, and pulls down Zinzi's book to 
look at her with pleading puppy eyes. 
SAM 
I'm still hungry ... 
Zinzi ignores him. 
Sam goes to the cupboard - bare but for the can of pears 
from Mr Solomon . 
.. 
SAM (CONT'D) 
Can't I have the pears? 
Zinzi sighs and puts down her book. 
ZINZI 
Sorry, no. 
Sam grabs the can, but Zinzi gets to the can opener before 
him. Sam and Zinzi stand at loggerheads on either side of 
the table. 
SAM 
What's your problem, Zinzi? 
Tomorrow we'll get food money. 
VUYO 
Only if we make two hundred badges, 
Sam. 
ZINZI 
I've only made 70 all week - and 
it's not like I can work any 
faster. 
SAM 
I never get enough to eat around 
here! 
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30. 
Sam slams the can on the table and stamps off to bed, where 
he turns up the radio and takes out his Superman comic. 
ZINZI 
(shouts over racket) 
If I don't get these badges done, 
we'll soon have nothing at all to 
eat. 
Leila looks from Zinzi to Sam and bursts into noisy tears. 
Zinzi hugs Leila to her, touching her mother's beads around 
her neck. 
EXT. OUTSIDE WINDOW - CONTINUOUS 24 
Nobody sees the Boondogle's face squashed up against the 
window. He strokes his hairy neck and eyes Zinzi's mother's 
beads. 
BOONDOGLE 
Those shining jewels would look most fine 
Around this noble neck of mine! 
INT. ZINZI'S HOME - LATER THAT NIGHT 25 
The wind howls; a siren wails. The clock reads after 2 a.m. 
Sam and Leila are asleep. 
Vuyo lies surreptitiously awake - clasping his exercise book 
and pen. 
Zinzi counts the badges ... 
ZINZI 
71 ... 72 ... 73. 
VUYO 
Not enough for the rent, let 
alone for the food money. 
ZINZI 
Are you ready if he does come? 
Zinzi slams her clenched fists on the table, wailing. 
ZINZI (CONT'D) 
What am I thinking? He's not 
going to co-orne! I know he's not -
With a flash of light, the Boondogle appears before her. 
BOONDOGLE 
You dare to doubt my promise then? 
You dare to question where and when? 
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Zinzi backs away, clearly frightened. 
The Boondogle grins and shoots up to the size of Sam. 
ZINZI 
I'm sorry. I was so scared - and 
two hundred is such a lot ... 
But the Boondogle isn't listening. He leans over the 
sleeping Leila. 
Vuyo watches on in silent dismay. 
BOONDOGLE 
Oh pretty babe, so fast asleep -
I wish that you were mine to keep ... 
31. 
Humming under his breath, the Boondogle tucks a wayward 
curl behind Leila's ear. 
ZINZI 
(hisses) 
I told you to keep away from my 
sister! 
Zinzi rushes to the side of the bed in terror. 
The9 Boondogle grows a second time, to Vuyo's height. He 
winKs at Zinzi. 
ZINZI (CONT'D) 
Just leave. I don't need your 
help. 
BOONDOGLE 
Zinzi, that's just selfish pride -
You need me as your help and guide ... 
You ought to think more of the others 
Little Leila and her brothers! 
Zinzi stares at him aghast. Slowly she nods her agreement. 
ZINZI 
You're right. I do need you. 
The Boondogle smiles smugly. He flaps his wings and swings 
his tail, preparing to work his magic. 
As the Boondogle chants, the loose beads sparkle and move. 
Vuyo scribbles the spell secretly in his exercise book. 
BOONDOGLE 
Fear my ventricular lustrations 
Hear these auricular cantations 
Take our orbicular creations 
Make three particular collations! 
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32. 
On 'collations' two hundred badges appear with a CLICK. 
Zinzi smiles thankfully. 
ZINZI 
You're incredible! 
Zinzi proudly places the can of pears before the Boondogle. 
ZINZI (CONT'D) 
I kept it for you! 
She reaches for the can opener but he snatches the can, 
punctures and rips off the lid with a talon. He slurps the 
pears down in one gulp. 
He smacks his lips and drops the can on the floor. Juice 
dribbles down his chin. He leans forward and wipes his chin 
on zinzi's braids. She looks at him in disgust. 
BOONDOGLE 
Sweet! But only half my price -
Those beads of yours are rather nice! 
The Boondogle touches Zinzi's mother's necklace. Zinzi 
clasps it and backs away. 
ZINZI 
You can't! This was my mother's! 
~ 
The Boondogle leans forward to grab the necklace, tugging 
it to emphasise each point. 
BOONDOGLE 
I would advise you to stay calm, 
Or - I'll unleash my backwards charm! 
He points at the badges and slowly begins his magical 
routine, chanting backwards, watching Zinzi out the corner of 
his eye ... 
BOONDOGLE (CONT'D) 
Snoita-lloc raluc-itrap eerht ekam ... 
The badges start to shake and stretch, a few beads leaping 
into the air like popcorn. 
BOONDOGLE (CONT'D) 
Snoita-erc raluc-ibro ruo ekat ... 
The Boondogle starts to speak faster, enjoying Zinzi's 
mounting terror. 
BOONDOGLE (CONT'D) 
Snoita-tnac-
Zinzi looks across at Leila sleeping innocently. 
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ZINZI 
Okay! Okay! You win. 
33. 
With a massive grin, the Boondogle grows a third time, 
swelling up to stand head to head with Zinzi. He snatches 
the necklace from Zinzi's neck and pulls it over his own 
head. 
The Boondogle turns around, modelling the necklace, and 
chortles with delight as he catches sight of Vuyo clutching 
his exercise book in bed. The Boondogle struts across and 
flips Vuyo's exercise book to a fresh page. 
BOONDOGLE 
Well I never, here's the artist! 
Vuyo, you are quite the smartest. 
It would be my greatest pleasure 
To let you draw me at your leisure. 
Vuyo pushes his glasses up his sweaty nose, and shakily takes 
up his pencil. 
The Boondogle turns to the mirror and preens. 
BOONDOGLE (CONT'D) 
Bedecking all of Afric's kings 
Are beaded crowns and beaded rings. 
~ I have the jewels, I have the face, 
I have the height, I have the grace! 
He turns to Vuyo and strikes up a pose, talons on his hips. 
He smiles, showing off a set of pale yellow teeth. 
ZINZI 
No, it's late. Vuyo needs to 
sleep. 
BOONDOGLE 
No portrait now? That is a shame! 
Such splendour surely begs a frame. 
VUYO 
Maybe next time, Mr Boondogle ... ? 
ZINZI 
Yes, next time! 
The Boondogle cocks his head to one side and picks a piece 
of pear from between his teeth with the tip of a talon. He 
demonstrates by holding up one, two and three talons: 
BOONDOGLE 
I've helped you once; I've helped you twice; 
I must return to help you thrice. 
But after that my power's spent, 
You're on your own to pay your rent. 
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ZINZI 
Only once more! 
34. 
The Boondogle shrugs and lifts his dolphin tail to let rip a 
loud fart, before vanishing in a flash. Vuyo holds his nose. 
VUYO 
He's so gross! 
ZINZI 
(wails) 
He took Mama's necklace. How could 
he? 
VUYO 
Don't worry, Zinzi, we won't need 
him anymore. I have the spell! 
He waves his exercise book with the scribbled spell. 
VUYO (CONT'D) 
We'll make enough for next week and 
the week after ... 
Sam and Leila wake to stare at Vuyo struggling to read: 
VUYO (CONT'D) 
Fear my ventri ... cular lustra ... tions 
Hear these auri ... cular canta ... tions . 
.. 
Zinzi and Vuyo look hopefully at the pile of badges, but 
there's no movement. 
Vuyo carries on, now flapping his arms, and shaking his bum 
for want of a tail - clumsily knocking into the table in 
his enthusiasm. 
Sam and Leila giggle and mimic Vuyo, Leila jiggling her 
Teddy, and Sam getting into the moves. Zinzi watches 
anxiously, twisting her braid. 
VUYO 
Take our orbi ... cular crea ... tions 
Make three parti ... cular colla ... tions. 
Vuyo looks glumly at the beads, which don't budge an inch. 
VUYO (CONT'D) 
It didn't work. 
A SCREAM as Leila, still jiggling about, cuts her foot on 
the jagged can lying on the floor. A little blood trickles 
down her foot. Sam picks up the can, glaring at Zinzi. 
SAM 
Empty! Who ate them? 
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VUYO 
The Boon-
Zinzi interrupts him, with a 'be quiet' glare. 
ZINZI 
I did. I ate the pears. 
LEILA 
There's blood! Phone Mama! I want 
her! 
Zinzi marches across to look at Leila's cut. 
SAM 
Zinzi, you're so selfish! 
ZINZI 
And you're a spoiled brat. Go to 
bed! 
Sam glares at Zinzi and stamps off furiously. 
Zinzi fills a basin with water. She turns to Leila. 
ZINZI (CONT' D) 
Get over here and wash your foot . 
.. 
35. 
Zinzi slams the basin down and storms into the bathroom. 
Clutching Teddy, Leila sits on the floor, her foot in the 
basin. vuyo dries her foot and sticks a plaster on the cut. 
Leila holds up Teddy's arm: some stuffing is coming out of 
the armpit. 
LEILA 
Teddy's sore. He needs a plas-ta 
too! 
VUYO 
No Leila, see we've only got a 
couple left. 
Leila lies on the floor, crying furiously. She finally stops 
on spotting something colourful beneath the table: it is the 
muddled badge with the Boondogle icon. She seizes the badge 
and pins it to close the hole in Teddy's armpit. She whispers 
in Teddy's ear. 
LEILA 
When Mama comes back, she'll give 
you a pwop-a plas-ta. 
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36. 
INT. BATHROOM - CONTINUOUS 26 
Zinzi brushes her teeth furiously. She stares at her 
reflection in the tarnished mirror. Her eyes are puffy from 
exhaustion, her braids tangled and her shirt crumpled. 
Alongside her reflection appears that of the Boondogle 
wearing her mother's beads. 
Zinzi turns but he is not there. When she looks in the 
mirror, the Boondogle's reflection again leers at her. But 
when she turns once more, he's no longer there. She is quite 
alone. 
INT. VALENTINE'S BEAD CURIOS - MORNING 27 
The Boondogle, now Zinzi's height, sweeps through the bead 
curtain into the shop - once more decked out in white suit, 
scarf, hat and dark glasses. Zinzi's necklace swings around 
his neck. He carries a long-stalked King Protea. 
He makes an admiring tour of the shelves - trying on a 
conical crown and admiring himself in a mirror. 
All a-fluster, Mrs Valentine turns to the Beading Women at 
the back. 
MRS VALENTINE 
Our very first customer for the 
day! Doesn't he seem taller? 
(giggles) 
He must be growing on me! But oh 
dear, he'll be wanting his order. I 
should never have trusted those 
kids! Why aren't they here yet? 
The Boondogle presents himself at the counter, his hat slung 
low as usual, bows with a flourish and hands the protea to 
Mrs Valentine. 
BOONDOGLE 
Madame Valentine so sweet -
Are my badges all complete? 
MRS VALENTINE 
We'll have two hundred coming in 
shortly, Sir ... 
BOONDOGLE 
Two hundred won't go far enough 
These badges really are great stuff. 
Demand is high, they're all the rage, 
I'll sell thousands at this stage! 
Mrs Valentine gulps - before recovering her composure. 
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MRS VALENTINE 
Well, we'll work day and night for 
our favourite customer, won't we 
Gogo? 
37. 
Gogo touches her gourd and says nothing. The Boondogle leans 
towards Mrs Valentine. 
BOONDOGLE 
While your beads are fine and rare, 
A jewel like you is past compare. 
MRS VALENTINE 
(giggles) 
Thank you. Here's a little token 
from Valentine's Bead Curios. 
She takes a deep breath and gives him a Zulu beaded love 
letter (a patterned beaded square) from a bowl on the 
counter. He holds it up and interprets the red and white 
triangular design. 
BOONDOGLE 
White's a heart as pure as you, 
Red's for love that's strong and true ... 
Soon we shall walk side by side 
When I claim you to be my bride. 
He ~ws so deeply that he scrapes the ground, before striding 
out, flicking his scarf over his shoulder. 
Mrs Valentine clutches the counter to steady herself, fanning 
her flushed face. She scratches in her bag for a mirror, and 
carefully paints her lips a glossy cerise. 
Zinzi and Vuyo push through the bead curtain, lugging two 
baskets of badges. Leila tries to help. Mrs Valentine 
closes her bag with a snap. 
MRS VALENTINE 
You're late! You could have lost me 
my best customer. Are they ready? 
Zinzi and Vuyo tip the badges onto the counter. Sam bursts 
in, humming Superman's signature tune, with one arm 
extended in imitation of Superman's flight. He stops just 
short of the counter. 
S~ 
Two hundred badges! 
LEILA 
Teddy can count to two hun-dwed! 
MRS VALENTINE 
My, my! Haven't you been busy bees? 
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38. 
Sighing with relief, Mrs Valentine runs her hands through the 
badges. Zinzi pipes up nervously, twirling a braid -
ZINZI 
Mrs Valentine ... we could make even 
more for next time. 
Mrs Valentine tries to hide the smile creeping across her 
lips. 
MRS VALENTINE 
Well, how many exactly? I've got an 
extremely large order. 
ZINZI 
Ten thousand badges. By next 
Monday. 
Sam gasps, rolling his eyes in dismay. But Vuyo smiles 
knowingly. 
MRS VALENTINE 
Extraordinary! 
(turns to Gogo) 
Exactly who does this girl think 
she is? I'd need a factory of 
kids to make that many. 
Gogo shakes her head in worry. The beading ladies tut-tut. 
VUYO 
But what if we actually did do the 
ten thousand? 
ZINZI 
Then would you let us have the room 
- forever? 
Mrs Valentine laughs condescendingly. 
MRS VALENTINE 
Have it your own way. But if you 
don't make ten thousand, you will 
get out of that room and never come 
back. 
(smiles smugly) 
And if somehow you do the 
impossible, I'll be rich! It's what 
I call a win-win situation. I win 
or I win! 
ZINZI 
We want it in writing. 
Vuyo rips a page out of his exercise book. 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
39. 
Mrs Valentine laughs, but Zinzi coolly stares back, 
refusing to budge. With a long-suffering sigh Mrs Valentine 
writes, Vuyo reading aloud -
VUYO 
I will give Zinzi the room if she 
makes ten thousand badges by Monday 
19 January ... 
ZINZI 
(carrying on reading) 
If not, the children will leave the 
room the same day. 
Smirking, Mrs Valentine slaps down the paper. 
MRS VALENTINE 
No one can say I cheated you 
motherless children. We have a 
deal. 
Vuyo places the page back in his exercise book. 
- BEHIND THE BEAD CURTAIN 
The Boondogle is lurking. He frowns, perturbed. 
BOONDOGLE 
I didn't think she'd be so smart 
To strike a deal with Madame 'Heart'! 
- AT THE COUNTER 
MRS VALENTINE 
Gogo, will you take Zinzi to fetch 
more thread? 
Mrs Valentine turns to Vuyo and Sam. 
MRS VALENTINE (CONT'D) 
You two come and fetch beads from 
the van. 
- BEHIND THE BEAD CURTAIN 
The Boondogle steps away from the entrance and presses 
himself against the wall outside the shop as the boys leave 
with Mrs Valentine. 
- BOONDOGLE'S POV: The Boondogle returns to his position to 
watch Zinzi follow Gogo to the back of the shop. 
BOONDOGLE 
Her third wish is my command ... 
Ten thousand badges she'll demand! 
The Boondogle claps his talons to his head in despair. 
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38. 
Sighing with relief, Mrs Valentine runs her hands through the 
badges. Zinzi pipes up nervously, twirling a braid -
ZINZI 
Mrs Valentine ... we could make even 
more for next time. 
Mrs Valentine tries to hide the smile creeping across her 
lips. 
MRS VALENTINE 
Well, how many exactly? I've got an 
extremely large order. 
ZINZI 
Ten thousand badges. By next 
Monday. 
Sam gasps, rolling his eyes in dismay. But Vuyo smiles 
knowingly. 
MRS VALENTINE 
Extraordinary! 
(turns to Gogo) 
Exactly who does this girl think 
she is? I'd need a factory of 
kids to make that many. 
Gogo shakes her head in worry. The beading ladies tut-tut. 
VUYO 
But what if we actually did do the 
ten thousand? 
ZINZI 
Then would you let us have the room 
- forever? 
Mrs Valentine laughs condescendingly. 
MRS VALENTINE 
Have it your own way. But if you 
don't make ten thousand, you will 
get out of that room and never come 
back. 
(smiles smugly) 
And if somehow you do the 
impossible, I'll be rich! It's what 
I call a win-win situation. I win 
or I win! 
ZINZI 
We want it in writing. 
Vuyo rips a page out of his exercise book. 
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BOONDOGLE (CONT'D) 
Then she'll secure her home for ever 
And I'll be doomed ... Unless I'm clever. 
The Boondogle watches Leila go to the counter. 
40. 
- BOONDOGLE'S POV: Leila scratches the two-headed dog 
behind its ears, which twitch appreciatively. Leila 
scrunches up her face - this time managing to close just 
one eye in a strained wink. 
BOONDOGLE (CONT'D) 
Zinzi needs new cause for fright 
If I'm to stay, and build my might. 
The Boondogle saunters over to Leila, smiling 
conspiratorially. He takes a large key on a red heart 
beaded key ring from the counter. Leila giggles as he flips 
the key in the air. He pockets it and leaves with a cheery 
wave over his shoulder. 
- IN THE STOREROOM AT THE BACK OF THE SHOP 
Gogo puts her wrinkled hand on Zinzi's shoulder. 
GOGO 
Zinzi, you children can't make ten 
thousand badges alone. 
ZINZI 
I know what I'm doing, Gogo. 
GOGO 
Do you, Zinzi? 
ZINZI 
All I understand is that I've got 
to keep the family together. 
Gogo lifts Zinzi's chin to look straight in her eyes. 
GOGO 
You are frightened. 
Zinzi looks away from Gogo's gaze. 
ZINZI 
I'm fine. 
Gogo places bags of beads in Zinzi's basket. 
GOGO 
(gently) 
Just be careful, Zinzi. 
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41. 
INT. ZINZI'S HOME - AFTERNOON 28 
Vuyo crosses through SUNDAY 18th JANUARY on Mrs Valentine's 
calendar. We see that the previous Monday to Saturday are 
already crossed through. MONDAY 19th is circled as rent day 
and there's a star next to TUESDAY 20th - labelled BACK 2 
SCHOOL. 
Zinzi is hemming a pair of grey school trousers. 
VUYO 
Rent day tomorrow. Your friend 
better come tonight. Or we'll be 
out on the street. 
ZINZI 
I'm counting on it ... 
(forced cheer) 
I wonder what delicacy would 
please his royal smelliness? 
INT. SOLOMON'S CORNER STORE - DAY 
Zinzi chooses a crispy PIE. 
LEILA 
Is that for supper? 
Zinzi shakes her head, counting the few coins in her hand. 
Leila pouts before noticing a big glass jar of GUMMY-BEAR 
SWEETS on the counter. She shows them to Teddy. 
LEILA (CONT'D) 
Look - lots and lots of teddies. 
One, two, fwee, firteen ... 
Mr Solomon comes through from the back. 
MR SOLOMON 
How are you doing, little Leila? 
LEILA 
Urn, I'm fine. But Teddy's sad. 
Mr Solomon listens, nodding encouragingly. 
LEILA (CONT'D) 
(takes a big breath) 
And you know what, urn, Vuyo gwowed 
this much. 
Leila stretches up to demonstrate Vuyo's growth. 
29 
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LEILA (CONT'D) 
(to Teddy) 
Mama will be ~ s'pwised when she 
comes back! 
Mr Solomon frowns, concerned. 
LEILA (CONT'D) 
Zinzi had to make his twou-zers 
long-er. For schoo-ol. And you know 
what, urn, Zinzi didn't make any 
badges the whole week! 
42. 
Zinzi arrives at the counter to hear Leila's last comment -
ZINZI 
Shush Leila! 
Zinzi tugs at Leila. Mr Solomon watches them go, before 
turning to the next customer: the Boondogle, disguised in a 
shawl and spotted bonnet, head buried in a Sunday paper. 
MR SOLOMON 
I really should help those poor 
kids. Thing is, I've already got 
three children myself ... 
BOONDOGLE 
Yes, charity begins at home -
First you have to help your own! 
MR SOLOMON 
Mmm, but ... 
Mr Solomon moves quickly to the door and calls out -
MR SOLOMON (CONT'D) 
Zinzi! 
Zinzi returns, and Mr Solomon hands her bread and milk. Zinzi 
gives him a little smile. 
ZINZI 
Thank you so much, Mr Solomon. 
Mr Solomon gives Leila two gummy bears. 
MR SOLOMON 
One for you and one for your teddy. 
LEILA 
(speaking for Teddy) 
Fank you Mis-tah! 
The disguised Boondogle snorts in disgust as Zinzi and Leila 
go on their way. He speaks from behind the newspaper. 
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BOONDOGLE 
It's not your duty to provide -
Those kids will take you for a ride! 
MR SOLOMON 
Well, I don't know. They're good 
kids. I'll phone my sister in 
Johannesburg - she's always full 
of good ideas. 
EXT. SOLOMON'S CORNER STORE - CONTINUOUS 
The Boondogle huffs out, muttering. 
BOONDOGLE 
A friend like him could soothe her fears, 
Ease her hunger, dry her tears. 
Without her fear I'll shrink away; 
She must be scared if I'm to stay. 
43. 
30 
He walks into a phone booth, looking at the phone number on 
his shopping bag. 
BOONDOGLE (CONT'D) 
Solomon could spoil my plan, 
I'll rid us of this kindly man ... 
INT. PHONE BOOTH / INT. SOLOMON'S CORNER STORE - DAY 31 
We cut between the phone booth and the store, where the phone 
rings. 
MR SOLOMON 
Solomon's Corner Store! 
BOONDOGLE 
(clearing his throat) 
This is Doctor Piet de Siet, 
Calling you from ... Quack Quack Street! 
Your sister's taken very ill 
In Jo'burg General Hospital. 
MR SOLOMON 
What?! 
BOONDOGLE 
You must quickly board a flight -
She might not make it through the night! 
MR SOLOMON 
I will come right away! 
From the phone booth, the Boondogle watches Mr Solomon exit 
the shop with a suitcase, stick a sign on the front door, 
and lock up. 
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The Boondogle grins smugly. 
BOONDOGLE 
I've sent her helper from the game, 
Deceit's my goal - de Siet's my name! 
EXT. PARK - DAY 
44. 
32 
Zinzi and Vuyo are on the swings. Zinzi is reading her book 
and scuffing the ground with her sandals. Vuyo is doodling 
in his exercise book. 
- AT THE JUNGLE-GYM 
Sam does a somersault, and Leila follows with a wobbly one. 
An ICE CREAM VAN trundles by with an alluring tune, and Sam 
leaps off to chase it, his Superman cape flying. 
- AT THE SWINGS 
ZINZI 
Vuyo - please get Sam. He knows we 
can't afford ice cream. 
Vuyo chases Sam, lagging far behind. 
VUYO 
Sam! Sam! 
Zinzi's two girlfriends walk past, laughing. 
GIRLFRIENDS 
Hello, Zinzi! 
ZINZI 
Hi! How are -
But the girls walk on without stopping to talk. Zinzi 
swallows hard, twirling the chains of the swing around as 
far as they will go. 
LEILA 
Look at me, Zinzi! Look at me-eel 
Zinzi claps politely as Leila does a wobbly somersault. 
LEILA (CONT'D) 
Come play wif me! 
Zinzi goes back to her book. 
LEILA (CONT'D) 
Mama always played wif me! 
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ZINZI 
Do I look like Mama? 
(under her breath) 
Mama used to play with me too, 
you know ... 
Zinzi - exhausted - collapses her head on her book. 
- ON THE JUNGLE GYM 
Hanging from the jungle gym, Leila sulks. 
LEILA 
No-body wants to play wif me-eel 
I'm bored. There's nuffing to do. 
45. 
Suddenly the Boondogle appears alongside Leila, flashing her 
a naughty grin. He races off, swinging from bar to bar -
Zinzi's mother's necklace dangling. Leila swings after him, 
but pauses on facing a big gap. The Boondogle swings from the 
highest bar. 
BOONDOGLE 
Who's a chicken? Boo, hoo, who? 
Don't be frightened, I'll catch you! 
- AT THE SWINGS 
Zin~i looks up to see the Boondogle catching Leila. 
Zinzi dashes over and the Boondogle puts Leila down and 
hoists himself up to the top of the jungle gym. 
ZINZI 
(hisses) 
Never, ever talk to him again! 
LEILA 
But he's fun! 
Zinzi squeezes her tight. 
ZINZI 
I'm sorry I didn't play with you. 
I've not been much fun. 
- ON THE JUNGLE GYM 
The Boondogle flexes his biceps - bulging more than ever. 
- BOONDOGLE'S POV: He leers down at Zinzi cradling Leila in 
her arms, and whispers to himself ... 
BOONDOGLE 
Little Leila, precious thing: 
The perfect final offering. 
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46. 
INT. ZINZI'S HOME - NIGHT 33 
The clock reads 3 o'clock. The pie and a bunch of grapes are 
on a plate. Zinzi paces the dark house, muttering to herself. 
ZINZI 
What was I thinking? Ten thousand 
badges! 
She looks at the others. Vuyo's body is twisted up in a 
tangle of sheets and he murmurs to himself as he dreams. 
Besides him, Sam is flat on his back, Superman comic on his 
stomach. He snores softly, an arm flung across Vuyo's chest. 
In the other bed, Leila sleeps peacefully, cuddling Teddy. 
Zinzi closes her eyes. 
ZINZI (CONT'D) 
Come on Boondogle, pleeease! 
She peeps hopefully through half-closed eyes, but there's no 
Boondogle. She runs to the beads and struggles to thread a 
needle, before feverishly starting to bead. She jabs her 
finger with the needle. 
All at once the Boondogle appears with a flash, Zinzi's 
mother's beads glinting about his neck. ~ 
ZINZI (CONT'D) 
Thank goodness! 
But the Boondogle has already spotted the pie and grapes, and 
is licking his baboon lips. Zinzi darts to save the food, but 
the Boondogle devours the pie in one bite - and the grapes, 
stalks and all, in another. Gravy oozing down his chin, he 
gazes at Zinzi quizzically. 
ZINZI (CONT'D) 
Ten thousand - please? 
The Boondogle bows with a melodramatic sweep of wings, 
knocking over a chair. In bed Leila mumbles and turns over. 
ZINZI (CONT'D) 
Please don't wake the children! 
The Boondogle chortles, and chants in a stage whisper with 
more constrained movements. As he chants, the loose beads 
sparkle and start to move into patterns ... 
BOONDOGLE 
Fear my ventricular lustrations 
Hear these auricular cantations 
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Take our orbicular creations 
Make three particular collations! 
47. 
Ten thousand badges appear with a CLICK - covering the 
table and flowing onto the floor in heaps, stacked against 
the furniture. The Boondogle raises his talons in triumph. 
Zinzi belly flops onto the badges. 
ZINZI 
You're a genius! Thank you so 
much! 
BOONDOGLE 
So I am! And it's my pleasure! 
Now it's time to claim my treasure. 
ZINZI 
(frowns) 
Treasure? But you ate the pie and 
the grapes ... 
BOONDOGLE 
You think that's all you can afford? 
(sniggers) 
I'll leave today with rich reward! 
ZINZI 
But, there's no more food! None! 
.. 
The Boondogle points at Leila sleeping, her face lit by a 
street lamp. 
ZINZI (CONT'D) 
You want to eat Leila?! 
The Boondogle looks smugly into Zinzi's terrified eyes and 
shoots up by a head. He looks down at her mockingly. 
BOONDOGLE 
Shh! Zinzi do not raise your voice, 
Kids are not my food of choice. 
No, all I ask is a fair trade -
Not much for all the rent I've paid. 
ZINZI 
Take me instead! 
The Boondogle grows a second time. 
BOONDOGLE 
I want your sister as my prize 
Her liveliness, her shining eyes ... 
ZINZI 
No way! Undo the badges rather! 
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48. 
He lopes towards Leila, tail swinging from side to side. 
Zinzi stumbles through badges to block him, but the 
Boondogle ploughs past. 
ZINZI (CONT'D) 
Please! I'll do anything, anything 
at all ... 
Zinzi cowers in fright as the Boondogle grows a third time. 
He has to stoop now, to avoid scraping the ceiling. 
BOONDOGLE 
(to himself) 
I've kept her frightened all along, 
Yet I've never been this strong! 
Zinzi runs to shield Leila. But the Boondogle swings Zinzi 
aside by her braids and grabs Leila. Leila starts shrieking 
- waking Vuyo and Sam. 
Sam scrambles out of bed to tackle the Boondogle's legs, and 
Vuyo follows suit. But the Boondogle kicks them off, sending 
them crashing to the floor - and Vuyo's glasses flying. 
Carrying Leila and Teddy under a wing, the Boondogle 
bulldozes his way through mounds of badges. Zinzi strikes his 
belly with a broom. 
Snarling, the Boondogle rears up and swipes Zinzi with a 
talon - tearing her shirt and knocking her to the~round. 
Leila accidentally drops Teddy - and starts sobbing. She 
reaches down for it, but the Boondogle's wing pins her 
tightly to his side. 
LEILA 
Ted-dy! 
Vuyo tries to catch hold of the swinging tip of the 
Boondogle's tail, but fails. Sam pounces and briefly clings 
onto the tail before being flicked off with a twitch. 
In a blinding flash the Boondogle disappears - taking Leila 
with him. 
Vuyo and Sam stare at the place where they disappeared. 
Zinzi roughly wipes away her tears. 
ZINZI 
What are we waiting for?! 
EXT. ROAD - DAWN 
Zinzi, Vuyo and Sam run down the road in the dim light of 
dawn. Zinzi wears her little rucksack as usual. 
34 
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49. 
Vuyo's exercise book and pen stick out of his pocket. Sam's 
Superman cape flies behind him. They run towards the lights 
of Solomon's Corner Store. 
EXT. SOLOMON'S CORNER STORE - CONTINUOUS 
The children rush up to the door of the store - to find a 
sign: SHOP CLOSED UNTIL FURTHER NOTICE - FAMILY EMERGENCY. 
35 
The children look around at each other, at a complete loss. 
The CALL TO PRAYER drifts from a mosque. 
The children run on down the road, the grey ocean spread 
out below them. The roofs of the houses slope down towards 
the harbour in staggered lines, silhouetted against the 
dawn light. 
INT. VALENTINE'S BEAD CURIOS - DAWN 
The clock reads ten minutes to five. The shop is silent, 
except for the stealthy padding of feet. 
36 
The Boondogle walks away from the shelves, and with a last 
look over his shoulder, he exits the shop, the bead curtain 
tinkling as he goes through. 
BOONDOGLE 
With Leila hidden out of sight, 
Zinzi has true cause for fright. 
If in this plan I can succeed 
My life on earth is guaranteed. 
EXT. VALENTINE'S BEAD CURIOS - CONTINUOUS 37 
The Boondogle slinks out of the shop, and careful not to be 
seen, locks the door using the stolen key on its red heart 
beaded key ring. 
Glancing up, the Boondogle sees the children pounding 
towards the shop. He yanks an old cardboard box out of a 
bin and rips off the lid. 
Dipping his talon into a discarded pot of paint, he writes 
CLOSED TODAY and props it up against the door to 
Valentine's Bead Curios. 
He surreptitiously slips behind a queue of TOURISTS waiting 
at a coach stop across the road. 
The children rush up panting to the shop entrance. 
Vuyo points to the Boondogle's CLOSED TODAY sign. 
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SAM 
It's not fair! Everything's going 
wrong! 
ZINZI 
It's all my fault - I've gone and 
sold Leila for some badges. 
VUYO 
Come guys, we've got to keep 
going. 
- BEHIND THE TOURISTS 
50. 
The Boondogle smiles smugly to himself, but his grin fades 
as Zinzi takes her rucksack from her back. 
ZINZI 
No, we'll wait here for Gogo. 
The Boondogle scratches his head for an idea and then waves 
wildly to the children across the road, flashing a wide 
smile of greeting. 
The children charge across the road to confront him. 
ZINZI (CONT'D) 
Where have you put Leila? 
The Boondogle looks around in exaggerated surprise. He 
speaks in a honeyed voice of sympathy. 
BOONDOGLE 
You're only three? One short to play ... 
So I will be your fourth today! 
VUYO 
Where have you taken Leila? 
The Boondogle ignores Vuyo, and, pulling a pack of playing 
cards from his sleeve, he backs away, shuffling as he 
speaks. 
BOONDOGLE 
A game of cards will do the trick! 
Go on, you may take your pick: 
Hearts or Happy Families? 
Racing Demons if you please? 
SAM 
Just tell us! Where is Leila? 
The Boondogle smugly spreads the pack of cards out like a 
fan. The children look at each other in frustration. 
-
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BOONDOGLE 
Klawerjas, Bridge or Black Jack? 
There's no game I lack the knack at! 
Rummy? Patience? Snap or Poker? 
King and Queen, Jack and Joker! 
51. 
The Boondogle brandishes a Joker - and points to himself -
striking a Joker pose. 
SAM 
But it's no joke! 
VUYO 
We've run out of patience! 
ZINZI 
We don't want to play. 
BOONDOGLE 
But it's my game! I deal the pack! 
You want to get your sister back? 
ZINZI 
(desperate) 
Of course we do! please ... 
The Boondogle grins wickedly. But his grin fades on 
sp~ting Gogo approaching the shop. He turns to the 
children. 
BOONDOGLE 
You don't like cards? Let's hide and seek ... 
Her hiding place is quite unique! 
Over the children's heads, the Boondogle watches Gogo 
arriving at the shop door where she tears up the CLOSED 
TODAY sign, shaking her head in annoyance. 
BOONDOGLE (CONT'D) 
(urgently) 
You kids are on, so close your eyes: 
Count to ten, then seek your prize! 
Zinzi gives the boys a nod, and they all close their eyes. 
SAM 
One crocodile, two crocodile ... 
The Boondogle watches until Gogo goes inside. 
An open-topped tourist bus draws up to collect the 
tourists, who follow a TOUR LEADER with a flag and a 
megaphone. 
TOUR LEADER 
All aboard for Table Mountain! 
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SAM 
Five crocodile, six crocodile ... 
The Boondogle surreptitiously snatches a travelling bag 
from a large MALE TOURIST. 
SAM (CONT'D) 
(quickly) 
... Nine crocodile, ten crocodile. 
The children open their eyes. They look around, flummoxed. 
ZINZI 
He's messing with us. 
BOONDOGLE (O.C.) 
Yooo-hooo! 
VUYO 
Look! 
As the bus revs to leave, we see the Boondogle on top, 
seated apart from the band of tourists - who sit gazing up 
at their tour leader, absorbed in her prattle. The 
Boondogle wears full safari regalia, topped with a khaki 
floppy hat. Strings of cameras festoon his neck. 
Sam jumps on the back step, followed by Zinzi. They pull 
Vuyo up after them - just as the bus pulls off. 
- ON THE UPPER DECK 
The children sneak quietly past the tourists, and surround 
the Boondogle, who leans on the rail nonchalantly. 
SAM 
Is this the way to Leila? 
The Boondogle shrugs, pointing up to the crags of Table 
Mountain and out across Table Bay where Robben Island can 
be seen in the distance, before spreading his talons in 
mock helplessness. 
BOONDOGLE 
She could be high. She could be low. 
She could be anywhere you know ... 
The children huddle together in a pow-wow, whispering. 
VUYO 
High ... that's why he's going to 
Table Mountain. 
ZINZI 
But maybe that's what he wants us 
to think. He also said low. 
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That would be the sea. We'll have 
to split up. 
53. 
She is already making her way down the steps at the back. 
Vuyo and Sam exchange a worried glance. They lean over the 
railing on the one side of the deck, and Vuyo calls to 
Zinzi jogging along below the bus. 
VUYO 
Let's meet back at the shop - by 
midday! 
ZINZI 
Okay! Midday at the shop. 
The Boondogle uses the opportunity to sneak off the bus, 
climbing over the rail on the other side. 
EXT. HARBOUR - EARLY MORNING 38 
The Boondogle watches Zinzi run towards the quay. Table Bay 
sparkles with early morning sunlight. The harbour is alive 
with FISHERMEN scrubbing their vessels, moored to the quay. 
GULLS wheel and scream overhead. Two YOUNG DOLPHINS play 
flirtatiously near the breakwater. 
ZinBt steps gingerly into a little rubber dinghy alongside 
a bigger fishing boat. The dinghy wobbles precariously with 
her weight. She sits down flat on the bottom of the boat 
and closes her eyes in terror. 
She does not see the Boondogle peering down from the deck 
of the fishing boat or hear him muttering in anguish. 
BOONDOGLE 
If Zinzi dies, I cannot stay 
Without her fear, I'll fade away. 
I've got to keep her safe and sound 
Come what may, she can't be drowned! 
Zinzi braces herself, pulls up the anchor and reaches for 
the oars. 
BOONDOGLE 
Zinzi, wait! Lay down your oars! 
It's not safe to leave these shores. 
ZINZI 
Boondogle! You gave me a fright! Is 
Leila here? 
BOONDOGLE 
You think she's low, I think she's high 
You think ocean, I think sky! 
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Zinzi looks up to Table Mountain and then across the 
sparkling water. 
ZINZI 
Give me one good reason why I 
should trust you. 
54. 
The Boondogle, taken aback, scratches his head 
thoughtfully. Zinzi rolls her eyes, grabs the oars and 
pulls out. The Boondogle stamps his foot in rage. 
Zinzi struggles to master the oars but makes clumsy headway 
into the bay, tensing up when the boat rocks in the swell. 
The boat starts to move around in an untidy circle as she 
struggles to balance her pulls. In frustration, she stops 
rowing and sinks into herself in despair. 
ZINZI 
I'll never find my sister at this 
rate. 
She breaks down in racking sobs. 
ZINZI (CONT'D) 
I'm so frightened for her ... 
A soft moan rises up from the dolphins. Zinzi looks up to see 
the pair of dolphins swimming around the boat. 
ZINZI (CONT'D) 
Oh, how I wish I could move as 
beautifully as you. 
One of the dolphins swims alongside her and arches his back 
as if to offer her a ride. Zinzi stares at him in 
amazement. 
ZINZI (CONT'D) 
Could I?! 
The dolphins click their encouragement and make urging 
motions with their heads. Zinzi grips the edge of the boat, 
knuckles tight. 
ZINZI (CONT'D) 
I need to find if the Boondogle's 
hidden Leila anywhere around 
Table Bay. 
All at once, the dolphins leap back as the Boondogle shoots 
up from the choppy water - swishing his tail. 
BOONDOGLE 
The ocean's dark and very deep, 
Do you count your life so cheap? 
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ZINZI 
It's not my life I'm worried 
about right now. 
55. 
She looks down at the heaving water with a shiver. The 
dolphin approaches the side of the boat again and arches 
his back in invitation. Zinzi gives the Boondogle a steely 
look. 
ZINZI (CONT'D) 
And Leila's life is very dear to 
me. 
She carefully mounts the dolphin and clutches his dorsal fin. 
Within seconds the two dolphins speed away, gliding across 
the water. 
The Boondogle tries to follow, his tail thrashing chaotically 
but is soon left behind. He swims back to the quay and hauls 
himself onto the side where he shakes the ater from his fur 
and feathers, Zinzi's mother's beads swinging about his neck. 
He looks anxiously back and forth between the ocean and the 
mountain, and then, with a last look across the water, he 
clumsily takes off on his wings towards the cable station. 
Zinzi loosens her grip on the dolphin's fin, running hands 
o~r his skin. GULLS and CORMORANTS swoop. Light dances on 
the swells. 
Zinzi looks across the bay to Robben Island. 
ZINZI 
Robben Island! But of course. 
He's keeping her prisoner 
there ... 
The dolphins swerve in the direction of the island. 
EXT. CABLE STATION - MORNING 
Sam and Vuyo sneak off the bus at the cable station. Vuyo 
gazes in awe at the crags of Table Mountain. 
Sam stares longingly at the cable car gliding up. 
S~ 
Let's ride up! It'll be quick. 
39 
He does a Superman flying impression, forefinger pointed at 
the mountaintop. 
Vuyo reads the prices outside the ticket booth: sixty for 
children. He shakes his head in dismay. 
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56. 
VUYO 
Sorry, Sam. We'll have to walk. 
Sam sighs and follows Vuyo towards the steep footpath. 
EXT. FOOTPATH - MORNING 
Vuyo and Sam make steady progress up the path. Sam bounds 
ahead, indicating the surest footholds. 
40 
The boys pass a dassie sunning itself, lizards scuttle out 
of the cracks of rocks, glinting in the sunlight. They hear 
a cackle, and look up to see the Boondogle, dangling below 
the cable car ascending above. Sam cups his hands and 
shouts -
SAM 
Stinking kidnapper! Where's 
Leila? 
The Boondogle ignores Sam gesticulating furiously below, 
and chortles to himself. 
BOONDOGLE 
They missed the path at Platteklip, 
The rocks are wet, they're bound to slip: 
Twist an ankle, snap an arm, 
Crack a knee, come to harm! 
Sam lobs a stone at the Boondogle, who stretches out his 
free arm to catch it, and waves it triumphantly. 
Sam glares up at the Boondogle, who becomes smaller and 
smaller as the cable car slides towards the mountaintop. 
VUYO 
He must have Leila up there! 
The boys carryon up the mountain, with fresh zeal. 
- UP ABOVE 
Meanwhile, the Boondogle has left the cable car and is 
flapping his way out to sea. 
EXT. ROBBEN ISLAND SHORE - MORNING 41 
- BOONDOGLE'S POV: From the Boondogle's bird's eye view, we 
see the pancake shape of Robben Island against the blue 
ocean. The dolphins, with Zinzi, are nearing its coastline. 
- DOWN BELOW 
Zinzi clambers onto the pier of the little harbour. 
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ZINZI 
(shouts) 
Thank you! I'll be quick. 
Zinzi runs towards the sombre prison buildings. 
INT. PRISON - MORNING 
57. 
42 
Zinzi runs up and down a maze of echoing corridors, looking 
into each empty cell, calling all the while. 
ZINZI 
Leila, Leila! 
She pauses outside Mandela's cell, and sinks down on the 
cement floor. 
ZINZI 
I was so sure she was here. 
Where else in this huge ocean 
could he have put her?! 
She looks up at the image of Mandela on the wall, takes a 
deep breath and runs back the way she came. 
EXT. ROBBEN ISLAND SHORE - MORNING 
... 
43 
The dolphins hover in shallow water amongst vast schools of 
shimmering fish. Suddenly, a slimy old fishing net 
envelopes them. The world goes haywire as they tumble 
upside down. The dolphins thrash, becoming more entangled. 
Dozens of fish also caught in the net flap frenziedly. 
BOONDOGLE 
The net is cast, my fishy friends, 
This is where your journey ends! 
The Boondogle crows from the quay. 
BOONDOGLE (CONT'D) 
For me to stay on earth alive 
Zinzi - and her fear - must thrive. 
On this barren isle she'll stay 
Her sister, Leila, far away. 
Zinzi comes running down to the shore in time to hear the 
Boondogle shout at the dolphins -
BOONDOGLE (CONT'D) 
You'll die here in this watery grave ... 
(gestures at Zinzi) 
To save her from the ocean wave! 
Zinzi is horrified to see the dolphins thrashing about in 
the net below - getting pulled out to sea by the backwash. 
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ZINZI 
How could you! 
58. 
Zinzi wades out into the breakers. The waves rise up 
menacingly and she backs onto the sand and collapses, head 
in hands. 
BOONDOGLE 
Wise girl. You're safer on the beach. 
Forget your friends - they're out of reach. 
But now, I've other fish to fry, 
So, fare thee well, adieu, goodbye! 
With that, he takes off towards the mountain. 
Zinzi looks at the dolphins, who are thrashing desperately. 
She runs into the waves. The surf crashes in her ears. 
She suddenly steps into a dip in the seabed and is up to 
her neck in water. She gasps and struggles back to the 
shallows, coughing and spluttering, in tears. 
The dolphins moan. Zinzi looks up, grabs her beading 
scissors from her rucksack, takes a deep breath and dives 
into the waves, swimming towards them. The dolphins watch 
her encouragingly. 
Using her scissors, she hacks away at the netting. 
Just as she cuts the last piece loose, a huge wav~crashes 
over Zinzi, sweeping her up, and tossing her violently 
about. It looks like she's sinking ... 
EXT. OUT TO SEA - CONTINUOUS 44 
The dolphins come crashing through the surface with Zinzi. 
They swim out b yond the waves and are soon surrounded by a 
school of dolphins who gaze curiously at Zinzi's limp body 
lying motionless on her escort's back. 
EXT. FOOTPATH - LATE MORNING 45 
From a rock ledge on the opposite side of a ravine, a troop 
of baboons watch the boys ascend. 
Sam leaps down from a rock, landing catlike on the ground. 
Vuyo slides down on his bottom, ripping the pocket on his 
shorts. Sam pulls Vuyo to his feet. Both are puffing and 
panting. 
SAA 
The mountain's huge. It could 
take ages to find Leila. 
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VUYO 
Zinzi's going to worry. 
SAM 
(glances at sun) 
Ja, it'll be midday soon ... 
VUYO 
You're quicker. You go fetch 
Zinzi at the shop. I'll carryon 
up. 
Behind a rock, the Boondogle frowns. 
BOONDOGLE 
Not the shop, that cannot be! 
It's simply a catastrophe! 
59. 
Vuyo hoists himself onto the rock above. He gla ces back at 
Sam in panic. 
SAM 
Think of Leila. You can do it! 
Vuyo keeps going on up. 
Sam turns to run down the path, but stops on hearing a high-
pitched wailing . 
.. 
SAM (CONT'D) 
Leila?! 
Sam looks over the ravine edge and sees that the Boondogle 
is descending the slope with a baby baboon in his arms. 
The troop look down from the opposite side of the ravine, 
barking furiously. The Boondogle rises to his full height 
with a ferocious snarl, and they retreat. 
SAM (CONT'D) 
Evil kidnapper! 
Sam scrambles hazardously down the ravine after the 
Boondogle. 
The baboons all peer down, watching. 
EXT. CAVE - LATE MORNING 
Sam, still panting, and scratched and scraped from his 
descent, stands rooted with fear at the dark mouth of a 
cave at the foot of the gorge. 
46 
The Boondogle emerges from the cave mouth. The wails of the 
baby baboon echo from within. The Boondogle peers 
theatrically into the darkness. 
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BOONDOGLE 
What a dark and gloomy cave! 
Going in? Are you that brave? 
Sam edges forward to stare into the dark cobwebbed 
entrance. He gives a shudder and backs off. 
60. 
Sam looks up, and sees the baboon troop huddled on the 
ledge, looking down at him. He ducks down into the cave 
entrance, but overcome by fear, backs out. 
The baby's wails are more desperate now. Sam squares his 
shoulders and takes a deep breath -
SAM 
Super Sam's not scared of the 
dark. 
Sam goes into Superman's flying pose and strides heroically 
into the cave, stooping as the roof slopes downwards. 
The Boondogle leaves, turning to look back at the cave's 
dark entrance and smiles to himself. 
BOONDOGLE 
Sam's in the dark and will stay there a while, 
Zinzi's safe on the beach of her faraway isle, 
Vuyo's the only one left on the field -
If I keep him up there, my future is sealed . 
.. 
FROM THE LEDGE ABOVE - The baboons watch the Boondogle 
loping up the other side of the ravine. As soon as he's out 
of sight the baboons run down the slope towards the cave. 
EXT. MOUNTAIN - BEFORE MIDDAY 
Vuyo clambers over a rock, knuckles clenched in fear. He 
has reached the plateau at the top of the mountain. 
A great shadow passes across his face and he looks up to 
see a majestic EAGLE wheeling high above. 
He looks down at the panoramic cityscape, and his knees 
shaking, turns quickly away from the edge. 
Shielding his eyes from the sun, he scans the rocks around 
him, calling out. 
VUYO 
Leila! Leila! 
But his voice is lost in the wind. Seeing nothing, he 
ventures across the plateau - the wind buffeting him. 
Suddenly he spots the Boondogle on an outcrop of rocks, 
jutting out over a terrifying drop. 
47 
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BOONDOGLE 
What a dark and gloomy cave! 
Going in? Are you that brave? 
Sam edges forward to stare into the dark cobwebbed 
entrance. He gives a shudder and backs off. 
60. 
Sam looks up, and sees the baboon troop huddled on the 
ledge, looking down at him. He ducks down into the cave 
entrance, but overcome by fear, backs out. 
The baby's wails are more desperate now. Sam squares his 
shoulders and takes a deep breath -
SAM 
Super Sam's not scared of the 
dark. 
Sam goes into Superman's flying pose and strides heroically 
into the cave, stooping as the roof slopes downwards. 
The Boondogle leaves, turning to look back at the cave's 
dark entrance and smiles to himself. 
BOONDOGLE 
Sam's in the dark and will stay there a while, 
Zinzi's safe on the beach of her faraway isle, 
Vuyo's the only one left on the fiel~-
If I keep him up there, my future is sealed. 
FROM THE LEDGE ABOVE - The baboons watch the Boondogle 
loping up the other side of the ravine. As soon as he's out 
of sight the baboons run down the slope towards the cave. 
EXT. MOUNTAIN - BEFORE MIDDAY 
Vuyo clambers over a rock, knuckles clenched in fear. He 
has reached the plateau at the top of the mountain. 
A great shadow passes across his face and he looks up to 
see a majestic EAGLE wheeling high above. 
He looks down at the panoramic cityscape, and his knees 
shaking, turns quickly away from the edge. 
Shielding his eyes from the sun, he scans the rocks around 
him, calling out. 
VUYO 
Leila! Leila! 
But his voice is lost in the wind. Seeing nothing, he 
ventures across the plateau - the wind buffeting him. 
Suddenly he spots the Boondogle on an outcrop of rocks, 
jutting out over a terrifying drop. 
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VUYO (CONT'D) 
(shouts) 
Where is she? 
61. 
The Boondogle ignores him. Vuyo runs to the bottom of the 
rocks and gazes up its steep rise in terror. He clambers 
onto the first of the rocks. Halfway up, he freezes up, 
unable to move. 
Vuyo squints into the sunlight at the Boondogle's 
silhouetted outstretched wings. He is perched on the edge 
of an eagle's nest on the highest ledge. 
BOONDOGLE 
I'll eat an egg for I have toiled. 
Hmm ... Scrambled? Coddled? Fried? Or boiled? 
VUYO 
(shouts) 
Where is Leila? 
Vuyo takes a deep breath, and resumes his climb. But he 
glances down at the sheer drop, which spirals in a dizzy 
vortex. He freezes up once more, clinging to the rock. 
The Boondogle looks from the brown MOTHER EAGLE swirling 
overhead to the golden FATHER EAGLE dozing on the nest, 
hea~on his breast. 
BOONDOGLE 
While Mum enjoys a right high time, 
Daddy dreams, and Eggy's mine! 
VUYO 
(whispers to himself) 
The eagles' eggs ... how cruel! 
Taking new courage, he scrambles up towards the Boondogle. 
BOONDOGLE 
Don't count your chicks before they hatch 
'Cause one of them I plan to snatch! 
The Boondogle licks his lips, drool dribbling down his 
hairy chin. 
INT. CAVE - BEFORE MIDDAY 
Sam leopard-crawls along a gloomy passage - the walls 
pressing in on him. He breathes fast and panicky as he 
crawls along the cave floor, following the baby baboon's 
echoing wails. 
Finally, Sam spots the baby baboon's eyes shining in the 
darkness. 
48 
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S~ 
Come baby, Super Sam won't hurt 
you! Let's find your mummy. 
62. 
Sam carefully scoops him up. The baby clings to his chest 
as he crawls towards the light of the cave's entrance. 
EXT. CAVE - CONTINUOUS 49 
As Sam emerges, the baboons reach the bottom of the ravine. 
The baby baboon leaps into his mother's arms - yelping with 
delight. 
The most wizened baboon, the BABOON ELDER, steps forward. 
BABOON ELDER 
What are you doing on the 
mountain? 
S~ 
Looking for my baby sister. The 
Boondogle's kidnapped her! Have 
you seen her anywhere? 
The baboon elder shakes his he d gravely. 
S~ (CONT'D) 
Then I must go ... 
His brown eyes looking deeply into Sam's, the elder hands a 
rock fossil to Sam. 
BABOON ELDER 
Thank you for your courage. This 
fossil has been in our troop for many 
a generation. Use it when you need it 
most. It will give you the Strength 
of the Earth. 
S~ 
The Strength of the Earth? That's 
awesome. Thank you. 
Sam pockets the fossil and notices the sun has just about 
reached its highest point. 
S~ (CONT'D) 
The time! It must be nearly noon. 
I've got to fetch my sister at 
the shop! 
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63. 
EXT. MOUNTAINTOP - MIDDAY 
The Boondogle perches above the eagles' nest, plotting 
dreamily. 
BOONDOGLE 
Tap till the eggshell cracks with a crunch, 
Benedict for breakfast, omelette for lunch, 
Devilled eggs for dinner, eggnog for a sweet ... 
But poached eagle egg's going to be my treat! 
Vuyo, balanced on a rock below the Boondogle, grabs the 
exercise book from his pocket. He flips through and finds 
the picture of the Boondogle. He draws an egg to fit into 
the Boondogle's talons. He tears the page out, and folds a 
paper jet. 
Vuyo throws the plane into the sky, where a gust of wind 
carries it upwards. But the Boondogle sees the jet going 
up, and takes off on its wings. He catches and crossly 
crumples it up before returning to loom over the nest. 
Oblivious, the mother eagle glides and dives high above. 
The father eagle slumbers on. 
50 
As Vuyo hoists himself onto the ledge, the Boondogle points 
~ the sun, high overhead. 
BOONDOGLE 
It seems that you have come for brunch, 
But since it's late, let's call it lunch! 
VUYO 
Forget lunch. Just tell me where 
you've put Leila. 
BOONDOGLE 
Now why would I cut good fun short? 
(waving crumpled paper jet) 
I'm not like you - I'm no spoil-sport. 
The Boondogle grabs the eggs - to Vuyo's immense horror. 
VUYO 
Put them down! Please! 
The Boondogle laughs with delight and starts to juggle the 
eggs theatrically, with deliberate near misses. 
VUYO (CONT'D) 
No! You'll break them! 
In desperation, Vuyo starts the Boondogle dance - using 
made-up words and making crazy exaggerated moves. He 
glances up repeatedly to see if he has diverted the 
Boondogle's attention. 
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VUYO (CONT'D) 
Fear me, fear me, venty lusty ... 
But the Boondogle ignores him. 
VUYO (CONT'D) 
Hear me, hear me, auri conti ... 
The Boondogle looks at Vuyo in irritation. 
VUYO (CONT'D) 
Take me, take me orbi creature ... 
The Boondogle pauses, as Vuyo screams at the top of his 
voice, just about break-dancing on the rock. 
VUYO (CONT'D) 
Make three, make three ... 
The Boondogle sighs heavily and sets the eggs down on a 
rock. He claps his talons to his forehead in exasperation. 
Vuyo smiles triumphantly to himself. 
BOONDOGLE 
Four-Eyes, that is quite pathetic -
You must grasp the right aesthetic! 
The Boondogle hops down onto a boulder, and proudly 
demonstrates his routine for Vuyo, who obediently imitates 
his every move. ~ 
BOONDOGLE (CONT'D) 
Fear my ventricular lustrations 
Hear these auricular cantations ... 
The mother eagle at last spots Vuyo and the Boondogle 
below: a monster and a small, awkward child - dancing 
together on the rocks. 
- MOTHER EAGLE'S POV: When the Boondogle turns his back to 
wiggle his tail, Vuyo quickly takes the eggs, and, standing 
on tip toe, reaches up to slide the eggs into the nest 
beneath the sleeping father eagle. 
On turning back, the Boondogle sees that the eggs are gone 
and rushes at Vuyo. 
The mother eagle screeches as she plummets to attack the 
Boondogle, waking the father eagle who rises to his full 
height, wings outstretched, beak open menacingly. 
Glaring poisonously at Vuyo, the Boondogle flaps off. 
Vuyo looks down at the tremendous height he's climbed, and 
the 360 degree panorama below, and flings his arms up in 
triumph. 
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I'm king of the castle! 
The mother eagle lands besides Vuyo on the ledge. 
MOTHER EAGLE 
Thank you for your courage. 
Vuyo smiles. 
VUYO 
I'm glad your little ones are 
safe. 
But he quickly turns grave. 
VUYO (CONT'D) 
The Boondogle stole my sister 
too. We think he has hidden her 
up here. 
The eagles shake their heads solemnly. 
MOTHER EAGLE 
We would know if she was on the 
mountain. 
VUYO 
(crestfallen) 
Then we were wrong. I must go 
down and tell Sam and Zinzi. 
65. 
With a whirring of wings, the mother eagle scoops an amazed 
Vuyo from the ledge, and takes off across the plateau. 
Dangling from her talons, Vuyo peeps out through half-shut 
eyes, holding his glasses against the wind. 
They do not see the Boondogle lurking on an outcrop, poised 
for ambush. As the eagle flies by with Vuyo, the Boondogle 
gives furious chase, bellowing: 
BOONDOGLE 
So you think you've won this round, 
Just you wait for my rebound. 
I'm the Joker of the pack, 
I'll trump you now! Watch me attack! 
The eagle skims over the cliffs - and from Vuyo's point of 
view it seems they may at any moment crash into the rocks. 
But the eagle navigates brilliantly, always rising at the 
last second. The Boondogle follows just metres behind. 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
51 
! 
" I' ~ 
66. 
EXT. MOUNTAINSIDE - PAST MIDDAY 51 
Vuyo spots a strange three-layered creature below. It is the 
mother baboon, carrying Sam and her baby down the 
mountainside. They yell out to each other -
VUYO 
Sam? 
SAM 
Vuyo? 
Sam looks up in wonder to see the eagle carrying his brother 
- the Boondogle flapping crazily after them. 
VUYO 
I thought you'd be at the shop by 
now! 
Sam places the baby baboon onto his mother's back. 
SAM 
Sorry, I was delayed! 
The mother baboon stops in her tracks, and rears up so that 
Sam slithers to the ground. On seeing the Boondogle above, 
the mother baboon barks angrily. 
The Boondogle glances down, and distracted, smash4s into a 
silver leaf tree and crashes into a thorny bush below -
roaring in pain and fury. 
The eagle circles down and releases Vuyo, before landing 
herself. 
Sam hugs Vuyo. 
They point at the Boondogle, extracting himself from the 
thorny bush. 
SAM 
He's in a prickle. 
VUYO 
Ja, he's got a thorny problem! 
Enraged, the Boondogle stumbles to his feet. Picking thorns 
out of his tail, he lopes on down the mountain. 
BOONDOGLE 
How wretched was my mighty fall, 
I was distracted, that is all. 
Sam hugs the mother baboon and her baby. 
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SAM 
Thank you. 
The mother baboon nods before disappearing into the bush, her 
baby waving a little pink paw. Vuyo turns to the eagle. 
VUYO 
And thank you for bringing me to 
Sam. 
The eagle swivels her neck, and with her beak plucks out one 
of her long wing feathers and places it in Vuyo's hand. 
MOTHER EAGLE 
My wing feathers fly on the wind. 
Use this when you need it most. 
It will give you the Breath of 
the Sky. 
VUYO 
The Breath of the Sky? Wow! Thank 
you. It's a beautiful gift. 
The eagle spreads her wings and lifts into the sky, making a 
sweeping U-turn back to the crags above. Shielding their eyes 
against the sun, the boys watch the eagle until she is a tiny 
speck against the rock face . 
... Vuyo notices the sun is past its midpoint. 
VUYO (CONT'D) 
We're really late for zinzi. 
SAM 
It's going to take us ages to get 
to the shop! 
Vuyo looks at the feather in his hand. 
Sam takes 
VUYO 
The eagle said, 'Use it when you 
need it most. ' 
SAM 
The baboon leader said the same 
thing. 
the fossil out of his pocket. 
VUYO 
But how do we use them? 
The boys look sheepishly at each other. 
SAM 
Abracadabra? 
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VUYO 
Hocus Pocus? 
68. 
When nothing happens, the boys look at each other, shrug 
and break into a trot. 
EXT. OCEAN SURFACE - EARLY AFTERNOON 
Out on the water, Zinzi slowly stirs - coughing and 
spluttering up water. She stares blankly at the dolphins 
surrounding her. 
ZINZI 
Where am I? 
(suddenly remembering) 
My sister! 
52 
The dolphins click in a chorus of concern, shaking their 
heads. Zinzi collapses in despair, clinging to the dolphin's 
neck. 
The oldest dolphin swims over with a periwinkle shell, 
plugged shut with a shiny pebble. 
DOLPHIN LEADER 
Thank you for your courage. 
Zinzi smiles tearfully. 
DOLPHIN LEADER (CONT'D) 
This shell contains seawater from 
the deep. Use it when you need it 
most. It will give you the Lifeblood 
of the Ocean. 
ZINZI 
Lifeblood of the Ocean? 
That's wonderful. Thank you. 
Zinzi stares at the shell and tucks it into her rucksack. 
The dolphin carrying her turns towards the shore with his 
mate. Zinzi waves goodbye to the rest of the school, who 
flip and dive in a graceful dance of farewell. 
EXT. OUTSIDE WATERFRONT SHOPS - EARLY AFTERNOON 53 
Vuyo and Sam are leaning over the railing of the upper deck 
of the tourist bus, driving towards the hotel. 
They look down to see Zinzi drinking at a water fountain. 
VUYO & SAM 
Zinzi! Zinzi! 
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Zinzi looks up and breaks into a smile of relief. 
ZINZI 
(shouts) 
Have you two been on that bus all 
morning? 
Zinzi runs towards the bus stop outside the hotel. 
EXT. OUTSIDE HOTEL - EARLY AFTERNOON 
69. 
Zinzi, Vuyo and Sam crouch in a tight circle on the grass, 
where Vuyo's feather and Sam's fossil are lying. 
ZINZI 
You've both been really brave. 
She puts an affectionate arm around each boy. 
She takes off her rucksack and removes her peri inkle, 
which she sets next to the feather and fossil. 
ZINZI (CONT'D) 
The dolphins gave me this. It's 
seawater ... the Lifeblood of the 
Ocean. So we've all come back 
~ with gifts -
(sighs sadly) 
But not with Leila. 
Vuyo is the first to notice that the triangle of gifts has 
taken on a soft glow ... 
VUYO 
Hey! 
SAM 
They're magic! 
ZINZI 
It's incredible! 
54 
A shadow falls over the children. Standing behind them is Mrs 
Valentine. 
MRS VALENTINE 
Ten thousand badges, huh? Nice 
holiday you lot are having! 
Mrs Valentine peers in distaste at the shell, feather and 
fossil lying on the grass. 
MRS VALENTINE (CONT'D) 
Been scavenging for rubbish, have 
we Vuyo? 
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VUYO 
Yes, Mrs Valentine, just a pile of 
junk. 
Vuyo quietly returns each gift to its owner. 
Mrs Valentine pokes at Sam's cuts and bruises. 
MRS VALENTINE 
Fighting again, you little skollie! 
SAM 
(indignant) 
Super Sam's not a skollie! 
70. 
Mrs Valentine isn't listening. She yanks the sopping Zinzi by 
her rucksack straps. 
MRS VALENTINE 
Been swimming? 
Zinzi stares Mrs Valentine down. Mrs Valentine is furious. 
MRS VALENTINE (CONT'D) 
And what day is today? 
ZINZI 
Last I checked it was Monday. 
MRS VALENTINE ~ 
Struggled a bit with the beading 
did we? I'm getting married soon -
to a charming foreign gentleman. 
We'll be needing the extra room. 
I'm going to have to let you go. 
SAM 
But that's not fair! The badges are 
done! 
VUYO 
You need to bring your van round. 
MRS VALENTINE 
Didn't your mother teach-you it's 
wrong to lie? 
Zinzi looks Mrs Valentine in the eye. 
ZINZI 
I don't want you to talk about our 
mother anymore. 
Mrs Valentine' mouth drops open in surprise. 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
55 
SAM 
And anyway, we're telling the 
truth. 
MRS VALENTINE 
(sighs) 
I'll be there this evening with 
the van. And if you're wasting my 
time, I'll turn you out with my 
bare hands. 
The children watch Mrs Valentine stalk off. She stops 
abruptly and turns back to the children -
MRS VALENTINE (CONT'D) 
And where's your little sister? 
Left all alone, while you lot jol 
allover town! 
71. 
She flounces off across the road, stopping to shout from 
the other side. 
MRS VALENTINE (CONT'D) 
I always said, you're not fit to 
look after Leila. 
Zinzi puts her head in her hands. 
ZINZI 
She's right, I'm not. I have no 
idea what to do now. 
VUYO 
Let's go back to Gogo. 
Across the way, Mrs Valentine is gazing at meringue-shaped 
wedding dresses in a boutique window. Zinzi nods. 
ZINZI 
Quick - while Valentine is 
otherwise engaged! 
The children slip into the shop. 
INT. VALENTINE'S BEAD CURIOS - CONTINUOUS 
Zinzi, Vuyo and Sam push through the bead curtain and call 
out to Gogo, who sits with the circle of beading women. 
SAM 
We thought the shop was closed! 
VUYO 
You've got to help us! 
55 
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ZINZI 
He's taken Leila. The Boondogle. 
Gogo inhales sharply and beckons to Zinzi. 
Zinzi goes over to Gogo, hanging her head. 
ZINZI (CONT' D) 
I should never have taken his 
help. 
GOGO 
You did what you felt you had to 
do. 
72. 
Vuyo, who has hung back has spotted something on a shelf. 
VUYO 
Zinzi! Sam! 
In a row of dolls is an accurate bead effigy of Leila. The 
replica is about 40cm and is stiff and lifeless - or almost 
so: for as the children stare at it, they see that the beads 
are slowly unravelling from its fingers and toes. 
Zinzi grabs the doll and hugs it tightly to her chest. She 
rushes back to Gogo, and thrusts it into her hands with 
dread. Gogo narrows her eyes, turning the doll over and over. 
The other women have stopped their work and lean f.rward in 
concern. The three children stand rigid. Sam edges towards 
Zinzi and clutches the corner of her shirt. 
GOGO 
It's the Boondogle's work. 
(turning to the women) 
The foreign customer. 
There is a shocked intake of breath from the beading circle. 
Gogo sits down slowly and places Leila's doll on the floor in 
the centre of the circle. 
Gogo closes her eyes, rocks back and forth, holding her 
gourd. 
Gogo finally shudders and opens her eyes. 
GOGO (CONT'D) 
Leila has been taken into the 
Bead World. 
(shakes head) 
I should have known. 
VUYO 
The Bead World? 
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GOGO 
My mother's mother told of a 
place where the magic of the 
beads has gathered - for over 
seventy millennia and more. 
Zinzi stares at Leila's doll, gradually unravelling. 
ZINZI 
But why are the beads falling 
off? 
GOGO 
This doll was used to send Leila 
into the Bead World. By sunset 
this evening, every last bead 
will have come off and Leila will 
be trapped there forever. 
SAM 
Forever and ever? 
Gogo takes Sam's hand. 
GOGO 
Unless she is rescued. But only 
children can go to the Bead 
World. 
VUYO 
Then we must go! 
GOGO 
It is a deeply dangerous place, 
filled with many temptations. 
They say there are those who are 
waylaid and never return. 
73. 
Zinzi looks questioningly at Vuyo and Sam, who each nod. 
ZINZI 
Gogo, we're making this choice. 
GOGO 
Then we will all help. 
Gogo turns to the other beading women, who put down their 
work and thread their needles for the new task. 
On the clatter of Mrs Valentine's high heels, the children 
duck into the storeroom at the back. 
The children watch as Mrs Valentine hangs up a sequinned 
wedding gown and grabs handfuls of notes from her steel box. 
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MRS VALENTINE 
Wedding bells, ladies! And I've 
found just the shoes to match the 
outfit. 
74. 
Not waiting for a response, she click-clacks out once more 
and the children come out of hiding. 
Zinzi glances at a beaded clock - it's after two. 
ZINZI 
We've wasted so much time when our 
answer was right here in the shop 
all along! 
GOGO 
No time is ever wasted, Zinzi. 
Zinzi stares at Gogo questioningly. 
GOGO (CONT'D) 
But now we must act fast. As you 
say, it is late. 
The women work together - singing softly. The children help 
by sorting the beads. 
The two-headed dog watches from the counter, its mirror eyes 
flickering ever so slightly. 
~ 
Leila's doll unravels steadily on the floor at their feet. 
EXT. ROBBEN ISLAND - EARLY AFTERNOON 56 
The Boondogle is racing up and down the beach where he left 
Zinzi. He draws in the net, and seeing the big hole Zinzi 
cut with her scissors, stamps his feet in fury. 
INT. VALENTINE'S BEAD CURIOS - MID-AFTERNOON 57 
Leila's doll has unravelled to leave only a torso and head. 
The beaded clock shows a little before four. 
The children stand in the middle of the circle of women, 
holding their respective effigies. Zinzi's doll has braids 
and carries a bead rucksack. Vuyo's skinny doll has glasses. 
Sam's is a compact little doll with a Superman cape. 
GOGO 
You must remember, I can help you 
into the Bead World, but only you 
can find the way out. 
The children listen carefully. 
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GOGO (CONT' D) 
Just like Leila's doll, yours 
will come undone by sunset. If 
you don't get out of the Bead 
World by then, you will remain 
there forever. Are you sure you 
are ready for this? 
75. 
The children look at each other with grim determination and 
nod. 
GOGO (CONT'D) 
Very well. Close your eyes tight ... 
The children close their eyes. 
Slapping with their hands, the beading women beat out an 
intricate rhythm on drums. One by one they add their 
voices, creating the different layers of sound of a 
mysterious song - full of promise and of danger. 
GOGO (CONT'D) 
(murmurs hypnotically) 
Watch the colours moving behind 
your eyelids ... 
Zinzi squeezes her eyes even more tightly and we see in her 
min~ s eye ... 
- ZINZI's POV: Little coloured specks dance around, like 
those that one sees when squeezing ones eyes against the 
sunlight ... Patterns of floating colour dance and sparkle -
slowly becoming rounder and more solid. 
Gogo and the women clutch one another's hands in horror as 
the three children convulse, before suddenly vanishing in a 
rainbow explosion. 
All that remai s are the lifeless dolls lying expressionless 
on the ground. 
INT. VALENTINE'S BEAD CURIOS IN BEAD WORLD - CONTINUOUS 58 
The bead dolls still lie on the ground in the shop. Around 
them the sculptures, masks, figurines and wire creatures are 
moving around and making a hullabaloo. 
The two-headed dog is still at its lookout point by the till. 
DOG HEAD ONE 
What have we here? 
DOG HEAD TWO 
Here? Here we have creatures from 
the Real World. 
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DOG HEAD ONE 
World. Beaded through? 
DOG HEAD TWO 
Through. But we wonder, will they 
get out? 
DOG HEAD ONE 
Out? 
DOG HEADS ONE AND TWO 
By sunset? 
76. 
The children sit up. They stare around, entranced by the 
myriad live creatures. They touch their own and one another's 
beaded limbs and faces, giggling nervously. 
The children scan the shop for Leila. 
S~ 
Leila! Leila! 
Leila is nowhere to be seen. Zinzi looks hopelessly among the 
row of bead dolls, who are playing hide 'n go seek on their 
shelf. 
The children push out through the bead curtain. 
EXT. HARBOUR IN BEAD WORLD - LATE-AFTERNOON 59 
The children run through the harbour, their feet crunching 
and squeaking disconcertingly on the beads underfoot. They 
are scarcely able to believe their eyes. The street is a copy 
of the real world, except everything beaded - bright, glossy, 
hard-edged. Colours are off-kilter: the sky turquoise, the 
sun orange. 
The children crisscross the harbour. Beaded waves rattle up 
against the quay. Table Mountain is a hulking mass of beads. 
The children have to dodge the bustling inhabitants, who 
are all manner of beaded creatures - like those in the bead 
shop. 
Sam stops outside the toy shop that aroused Leila's 
curiosity in the real world. 
ZINZI 
(sadly) 
Perhaps. I never let her go 
inside before. 
The three children run inside. 
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INT. TOY SHOP IN BEAD WORLD - CONTINUOUS 
The shop is jam packed with garish bead toys, their 
clashing colours blinding in the fluorescent light. 
77. 
60 
Sam runs over to a beady toy Superman. Zinzi tugs ,him away. 
ZINZI 
Don't touch, Sam! 
SAM 
Why not? It's super-cool! 
ZINZI 
Gogo said we must resist any 
temptations. 
VUYO 
Look! 
Vuyo is pointing at the shelf labelled TEDDY BEARS, which 
is conspicuously empty. 
VUYO (CONT'D) 
The teddies are sold out ... 
Sam~oints urgently at a bead teddy lying on the floor near 
the opposite entrance. 
The children look at each other, hardly daring to hope, and 
rush out the door. 
EXT. OUTSIDE TOY SHOP IN BEAD WORLD - LATE AFTERNOON 61 
The children stop outside the toy shop, and look all about. 
Vuyo spots another teddy lying some way off, and the 
children run after it. 
Soon they are running down the street, guided every now and 
again by a teddy sprawled on the road. The boys race ahead 
of Zinzi, who stops to look down side roads and into shops, 
calling out. 
ZINZI 
Leila? Leila! 
EXT. PARK IN BEAD WORLD - LATE AFTERNOON 
Leila is pushing a doll's pram, stuffed full of beaded 
teddies, towards the swings, bead wheels squeaking on the 
lime green beaded grass. She is licking a bead ice cream, 
spitting out beads between licks - her face vacant, eyes 
faraway. 
62 
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78. 
She takes the teddies from the pram and carefully arranges 
them into a swing's tyre seat, counting in a sing-song 
voice. 
LEILA 
One, two, fwee, nine, firty fwee. 
She pushes the swing. 
LEILA (CONT'D) 
Wock-a-bye baby on the twee top 
When the wind blows, the cwadle will wock 
Leila's voice rises in glee as the swing reaches full 
motion. 
LEILA (CONT'D) 
When the bough bweaks, the cwadle will fall 
Down will come baby, bough, cwadle and all. 
EXT. HARBOUR IN REAL WORLD - LATE AFTERNOON 63 
Back in the real world, the Boondogle lopes angrily through 
the harbour, cursing as he goes -
BOONDOGLE 
I've looked in the mountain, sky and sea, 
Where in the world could those children be? 
Vexation, torment, bother and blow, ~ 
Where on earth did those children go? 
EXT. OUTSIDE PARK IN BEAD WORLD - LATE AFTERNOON 64 
Sam and Vuyo rush up to the park entrance where a tinkling 
beaded ice cream van - with no driver - trundles to a stop. A 
dreamy tune floats out from the van. 
They approach the van, eyes on stalks at the array of ice 
cream cones on display. They are topped with tall spirals 
of luminous ice cream and garish toppings. A colourful sign 
propped up reads: HELP YOURSELF. 
The boys look at each other and, without a word, each grab 
a cone and start licking hungrily. They twirl their tongues 
around the spirals of colour and spit out beads between 
each lick - growing dreamier all the while, their faces 
becoming blank and forgetful. 
Shafts of coloured light bounce off the jungle gym, swings 
and roundabout, luring the children into the park. 
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79. 
EXT. PARK IN BEAD WORLD - CONTINUOUS 65 
Vuyo and Sam wander into the park, oblivious to one 
another. They don't even notice Leila, who - in a daze - is 
still pushing the swing. 
EXT. OUTSIDE PARK IN BEAD WORLD - LATE AFTERNOON 
Zinzi arrives at the park entrance. Hearing the ice cream 
van's alluring tune she goes over and chooses a cone. 
She is just about to take a lick when she stops, concern 
furrowing her brow as she remembers. She flings the cone 
into a bead bin and flicks down the HELP YOURSELF sign. 
She looks up, and sees the boys through the railings. 
- ZINZI'S POV: Vuyo is doing one somersault after another 
on the top rung of the jungle gym, while Sam spins on the 
merry-go-round, his beaded cape behind him. 
Zinzi shifts her gaze, and sees Leila at the swings. 
66 
zinzi's face lights up and she runs into the park, ,laughing 
with delight, her arms outstretched . 
• 
EXT. PARK IN BEAD WORLD - LATE AFTERNOON 
Zinzi runs up to Leila and flings her arms around her. 
ZINZI 
Leila! You're safe! 
LEILA 
Hello, Zinzi. Look at all my 
fwiends! 
Zinzi swallows hard. She steps back, staring at Leila, who 
carries on pushing the swing. 
ZINZI 
We were so worried ... 
Leila ignores her, singing. 
LEILA 
When the bough bweaks, the cwadle will fall 
Down will come baby, bough, cwadle and all. 
Zinzi looks desperately around at the boys. 
67 
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ZINZI 
Vuyo! Sam! Come! There's 
something wrong with Leila ... 
But the boys ignore Zinzi, utterly preoccupied. 
80. 
68 INT. VALENTINE'S BEAD CURIOS IN REAL WORLD - LATE AFTERNOO~8 
69 
Mrs Valentine and the beading ladies head out through the 
bead curtain. The bead clock reads 5:30 p.m. 
Only Gogo is left. She stares anxiously at the beads 
falling steadily off all four children's dolls. They have 
unravelled so that only the heads and shoulders remain 
intact. Gogo sadly gathers the loose beads into a pile and 
threads a needle. 
As the Boondogle enters the shop, Gogo whips the dolls 
beneath her skirt. But the Boondogle has already seen them. 
BOONDOGLE 
You thought that you were rather smart, 
With your ancient magic art. 
So then the game is not yet done? 
That's fine by me, I'll have more fun! 
The Boondogle hisses in Gogo's ear. 
BOONDOGLE (CONT'D) 
The sun is low, they won't get out, 
I'll have four slaves, without a doubt. 
Gogo swings round, but only wisps of light remain where the 
Boondogle vanished ... 
EXT. VALENTINE'S BEAD CURIOS IN BEAD WORLD - CONTINUOUS 69 
... before reappearing with a flash in the Bead World version 
of the shop. The Boondogle is, like the children, made of 
beads. 
The Boondogle scours the thronging sculptures and masks. 
Increasingly vexed, he bulldozes his way out - beaded 
creatures scuttling out of his way in a pandemonium of 
shrieks. 
The two-headed Dog chortles -
DOG HEAD ONE 
Methinks he's on their trail. 
DOG HEAD TWO 
Trail. But the children have an 
early start. 
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DOG HEAD ONE 
Start. But have they gone astray? 
DOG HEAD TWO 
Stray? Our world is full of 
delights and snares. 
DOG HEAD ONE 
Snares. They all stray. 
BOTH HEADS 
They stray and then they stay. 
EXT. PARK IN BEAD WORLD - JUST BEFORE SUNSET 
81. 
70 
The sun, now a round red disk, is moving towards the horizon. 
The Boondogle sneaks into the park and over to the sandpit, 
gleefully viewing, as he passes, the children in their 
separate activities ... 
Sam is still spinning on the merry-go-round. Vuyo keeps 
doing somersaults on the top rung of the jungle gym. 
Zinzi is trying to tug Leila away from the swings, but 
Leila clings onto the chains. 
LEILA 
No! Leave me! I want to play! 
The Boondogle laughs softly in delight. He reaches the 
sandpit, wriggling himself down amongst the loose beads 
until - like a crocodile - only his eyes poke out. His gaze 
is fixed on the children. 
Zinzi runs over to the jungle gym where she climbs up and 
catches Vuyo mid-somersault. 
ZINZI 
Vuyo. We must take Leila home. 
For Mama. 
VUYO 
Mama ... 
Ever-so-slowly, as if coming round to consciousness, vuyo 
climbs down. 
Vuyo follows Zinzi over to Sam. Zinzi drags the merry-go-
round to a standstill. 
ZINZI 
Sam. We must take Leila home. For 
Mama. 
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S~ 
Mama ... 
Sam staggers off the merry-go-round. He and Vuyo follow 
Zinzi over to the swings, where all three surround Leila. 
ZINZI 
Leila. We need to take you home. 
For Mama. 
Leila angrily screws up her face and knocks the beaded 
teddies out of the swing. 
LEILA 
Mama's not at home. She's gone to 
Daddy. 
Zinzi looks at the sun, rapidly reaching the horizon. She 
bites her lip and kneels down next to Leila. 
ZINZI 
About Mama ... 
LEILA 
She's never coming home, is she? 
Zinzi draws Leila to her. 
ZINZI 
No, Leila, she can't. Mama died. 
But she will always live in our 
hearts. 
LEILA 
I know. 
ZINZI 
And she wanted our family to stay 
together. 
Zinzi stands up, leading Leila gently by the hand. 
ZINZI (CONT'D) 
Come, Leila, we're going home. 
The sun's lower edge touches the horizon. 
The Boondogle rises up triumphant - flicking the sandpit 
beads off with his tail and cackling with delight. The 
children startle and stare in terror as he struts over. 
BOONDOGLE 
And how do you suppose you'll go? 
You're not human now, you know. 
Stiff and lifeless little toys -
Two beaded girls, two beaded boys! 
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The children touch their bead bodies with dawning 
realisation. 
BOONDOGLE (CONT'D) 
You think that you are very clever -
Yet you'll stay with me forever! 
He stretches his wings to cast a shadow over them. 
BOONDOGLE (CONT'D) 
You have no blood, no bones, no breath. 
It seems like life, it's more like death ... 
83. 
The children gape at the Boondogle as his meaning sinks in. 
But Zinzi has a sudden burst of inspiration -
ZINZI 
Our gifts! 
VUYO 
Yes! This must be when we 'need 
them most' ! 
Zinzi opens her rucksack and pulls out the periwinkle, 
which is still in its real world form. She turns to the 
children, holding the periwinkle aloft. 
ZINZI 
We do have blood - the Lifeblood of 
• the Ocean! 
Vuyo glances in terror at the looming Boondogle, and 
whispers urgently. 
VUYO 
Try to rhyme, Zinzi, just like he 
does ... 
Zinzi frowns, thinking quickly. 
ZINZI 
Joyous life blood ... of the ocean ... 
Won't you ... set our veins ... in motion! 
She passes the periwinkle around and each child takes a sip. 
Leila wrinkles her nose at the salty water. The Boondogle 
lunges for the shell - but Zinzi throws the last seawater in 
his eyes. He staggers, temporarily blinded, barking in fury. 
Vuyo takes the feather from his pocket, turning it over. 
VUYO 
And we do have breath - the Breath 
of the Sky! 
Zinzi looks around, seeking inspiration. The sun is now a 
semi-circle behind the horizon. 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
ZINZI 
Living breath ... of open sky, 
Let us to ... our freedom fly! 
84. 
Vuyo lets the feather go free, and it floats up on a magical 
eddy of air and spirals around the children. 
His sight restored, the Boondogle leaps up to catch the 
feather, but it floats just out of reach. He howls in fury -
BOONDOGLE 
This is appalling, quite atrocious -
Drat! These kids are too precocious! 
Sam takes the fossil from his pocket. 
S~ 
And we've got bone - the Strength 
of the Earth! 
The Boondogle makes a run to grab the fossil. In the nick of 
time Sam ducks between the jungle gym bars and the children 
scramble'behind. The Boondogle, twice zinzi's size, can't 
squeeze through the bars, which he shakes in fury. 
Sam places his fossil on top of the periwinkle in Zinzi's 
palm. The feather spirals down on an eddy of air. The 
Boondogle lunges for the feather, but it slips between his 
talons and floats down between the jungle gym's top bars, to 
land on the bone and the periwinkle in Zinzi's han~ 
Together, all three objects take on a soft glow. 
The Boondogle thrusts his arm through the bars, but can't 
quite reach. He clambers up the jungle gym. 
Vuyo, Sam, and finally Leila pile their hands on top of the 
gifts in zinzi's outstretched palm. 
The Boondogle begins to squeeze through the gap at the top of 
the jungle gym. 
ZINZI 
Oh powerful and ancient bone ... 
The Boondogle plummets towards the children ... 
ZINZI (CONT'D) 
Give us strength ... to reach our home! 
And they are gone - just as the last sliver of sun slips 
behind the bead mountain. 
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85. 
EXT. PARK IN REAL WORLD - DUSK 
The children re-appear with a flash, back in the middle of 
the real world jungle gym. Their hands are still laid on 
the gifts, whose glow is fading. 
71 
The children laugh with relief to find that they have their 
own bodies back and clamber out onto the grass. 
LEILA 
I want to go home. 
But on the word 'home' the Boondogle appears in a flash in 
the middle of the jungle gym. He squeezes out through the gap 
at the top, where he towers over the devastated children. 
BOONDOGLE 
Home? I would not be so sure, 
You're very small and rather poor. 
Mrs V will have her way -
She'll throw you from your home today! 
SAM 
She can't! A deal's a deal! 
VUYO 
We have the ten thousand badges. 
Th~ children nod vehemently, but the Boondogle shakes his 
head with a nasty grin. 
BOONDOGLE 
Your precious badges will disperse 
When I make magic in reverse. 
He gallops off in the direction of the children's home - his 
tail lashing from side to side. The children race after him. 
INT. ZINZI'S HOME - DUSK 
Looming over the badges, the Boondogle chants backwards -
savouring each word as he dances in slow motion ... 
BOONDOGLE 
Snoita-Iloc raluc-itrap eerht ekam ... 
Zinzi, Vuyo and Sam watch in horror as a couple of beads 
break away from the badges. 
BOONDOGLE (CONT'D) 
'Snoita-erc raluc-ibro ruo ekat ... 
72 
Leila finds Teddy - facedown on the floor where she dropped 
him that morning. She kisses him allover, stopping at his 
armpit. 
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Her smile turns into a frown: under Teddy's arm is the 
badge that she used in lieu of a plaster - with its 
Boondogle icon. 
86. 
Leila tugs madly at Zinzi's skirt to get her attention away 
from the Boondogle's chant. 
BOONDOGLE (CONT'D) 
Snoita-t-nac raluc-irua eseht raeh ... 
Zinzi gasps and stares at the badge in recognition of the 
little Boondogle figure. She unpins it quickly. 
BOONDOGLE (CONT'D) 
Snoita-rtsul raluc-irtnev-
Zinzi interrupts loudly, waving the badge before the 
Boondogle. 
ZINZI 
with my tears, see what I made! 
When mama died, I was afraid ... 
The Boondogle stares down at Zinzi, who looks straight back 
up at him and declares: 
ZINZI (CONT'D) 
But now I've opened up my eyes 
And seen in you my fears disguised. 
The Boondoglesuddenly shrinks down to Zinzi's hei§ht, and 
looks down appalled at his reduced frame. Zinzi smiles. 
ZINZI (CONT'D) 
All of us have grown much stronger: 
Our hearts are ruled by fear no longer! 
The Boondogle shrinks down to Leila's height, tail 
thrashing in distress. 
Zinzi tries to pull the badge apart, but the threads remain 
firm. The little Boondogle rears up, snarling and baring his 
teeth, and trying to snatch the badge from Zinzi. 
Zinzi throws the badge to Vuyo, who catches it. The 
Boondogle charges towards Vuyo, who throws it to Sam. Sam 
throws the badge to Leila, who races back to zinzi. 
The Boondogle shrinks back to his original badge size -
Zinzi's mother's necklace falling in a circle around his 
feet. 
Zinzi snatches it up and knots it back around her neck. 
She puts out her hand, and Leila places the Boondogle badge 
in her palm. Zinzi looks directly at the Boondogle. 
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ZINZI (CONT'D) 
So long my fear, farewell fierce foe; 
Now it's time for you to go. 
87. 
Zinzi pulls at the badge with all her might, finally ripping 
it to shreds. 
with a bloodcurdling screech, the Boondogle vanishes in an 
explosion of coloured light. 
Mrs Valentine arrives at the front door just in time to see 
the children break into whoops - leaping wildly on the bed. 
MRS VALENTINE 
S-stop! You'll break my bedsprings! 
The children stand on the bed, staring unfazed at Mrs 
Valentine. 
ZINZI 
The room is ours! 
Zinzi gestures triumphantly at the mountains of badges and, 
to the others' delight, jumps twice more for emphasis. 
Feeling dizzy, Mrs Valentine collapses onto a heap of badges 
- legs splayed out in front of her. 
SAM 
A promise is a promise! 
MRS VALENTINE 
Well. .. er ... 
Vuyo bounces off the bed and yanks the written contract from 
the wall. He reads aloud. 
VUYO 
I will give Zinzi the room if she 
makes 10,000 badges by Monday 19th 
January. 
Leila squats to count badge by badge. 
LEILA 
One, two, fwee, seven, firty, one 
hun-dwed, ten fou-sand! 
MRS VALENTINE 
Um ... but you see ... 
ZINZI 
Lost for words, Mrs V? 
(winks at Vuyo) 
We know just what to say! 
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88. 
Zinzi and Vuyo flap their arms and shake their bottoms. Soon 
Sam and Leila join in and altogether they chant the 
Boondogle's spell. 
ALL KIDS 
Fear my ventricular lustrations 
Hear these auricular cantations 
Take our orbicular creations 
Make three particular collations! 
Mrs Valentine' mouth gapes open so wide that the children 
can see her gold fillings. Vuyo writes swiftly onto the end 
of the contract, as he speaks out loud. 
VUYO 
Received: 10,000 badges, in good 
order. 
Vuyo hands the agreement and a pen to Mrs Valentine. 
VUYO (CONT'D) 
Your signature, Ma'am. 
Mrs Valentine signs shakily before stuffing badges into her 
handbag and scuttling out the front door. 
The children pass the agreement around, grinning proudly. 
Vuyo sticks it over Mrs Valentine's calendar. He scoops Leila 
up and canters around, jumping heaps of badges - Leila 
squeaking with joy. • 
Zinzi beams at Sam, and tosses a bucket playfully at him. He 
heads it back and she catches it. 
Zinzi shovels fistfuls of badges into the bucket and a 
laundry basket. 
EXT. HARTLEY ROAD - CONTINUOUS 
Sam and Leila form a cheerful relay chain, passing the 
loads to Vuyo who empties the badges into the van, 
festooned with hearts and labelled: MRS VALENTINE'S VAN. 
73 
As Zinzi carries the last bucket of badges outside, her two 
girlfriends walk past on the other side of the road. They 
callout to her tentatively. 
GIRL 1 
Hello, Zinzi! 
Zinzi crosses the road and hugs each of them. 
ZINZI 
See you at school tomorrow, guys! 
It's going to be a great year! 
Un
ive
rsi
ty 
of 
Ca
pe
 To
wn
The girls grin happily. 
GIRL 2 
We'll come by to fetch you on the 
way. 
89. 
They walk on down the road. Smiling to herself, Zinzi joins 
the others loading the van. 
Mr Solomon approaches, carrying a suitcase. 
MR SOLOMON 
Evening, kids! 
Leila runs up to him. 
LEILA 
Do you know what? We were in a 
place all made of beads! 
Mr Solomon smiles indulgently. 
LEILA (CONT'D) 
I ate ice cweam made of beads! 
Yuck! And the teddies were made 
of beads, and the gwass and the 
see-saw ... 
Mr Solomon smiles at Zinzi who comes over with the boys . 
.. 
MR SOLOMON 
And I suppose your sister was 
made of beads, too? 
ZINZI 
(smiles back) 
We heard there was an emergency? 
Mr Solomon shakes his head, mystified. 
MR SOLOMON 
It's the strangest thing. A doctor Piet 
de Siet called to say my sister was 
desperately ill. But I got to Joburg to 
find her as well as could be. 
Zinzi raises a suspicious eyebrow at Vuyo. 
VUYO 
Sounds like someone got their 
stethoscopes crossed. 
Mrs Valentine honks and Zinzi and Leila take the last bucket 
of badges over to the van. Mr Solomon turns to Sam -
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MR SOLOMON 
You kids corne by every day after 
school. I'll make sure there's 
always something warm to eat at 
Solomon's Corner Store. 
S~ 
We'll be there! Thanks, Mr Solomon. 
Mr Solomon turns to Vuyo. 
MR SOLOMON 
And if any of you can spare some 
time from your schoolwork, there 
are plenty of odd jobs around the 
shop. I know you'll be needing 
cash. 
90. 
Vuyo and Sam throw their arms around Mr Solomon. Smiling 
warmly, he picks up his suitcase, and carries on his way. 
Mrs Valentine slams the back door of her van. She surveys the 
four children - her hands on her hips. 
MRS VALENTINE 
You lot are really something else. 
Zinzi's eyes widen in surprise. 
ZINZI 
Gee, thanks Mrs V. 
Mrs Valentine climbs into her van and rolls down the 
window. 
MRS VALENTINE 
Who knows? If you kids behave, I 
might even invite you to my 
wedding. My fiance is quite out 
of this world! 
Mrs Valentine roars off into the night - her van backfiring. 
The children roar with laughter, blowing raspberries in 
imitation. 
The children's laughter quickly dies when they hear the sound 
of sorrowful singing in the distance. They turn and watch a 
far-off figure corning up the hill, carrying a basket. 
Leila rushes to Gogo, burying her face in her skirt. Gogo 
bursts into tears of relief, holding Leila tight. 
GOGO 
You're horne. Horne for good. 
Gogo pulls the children into a firm embrace. 
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GOGO (CONT'D) 
Today you have faced your fears. 
Your Mama would be so proud of you. 
I know I am. 
ZINZI 
But, we'd never have done it 
without you. 
VUYO 
Or the beading ladies. 
SAM 
Or the animals and their gifts. 
LEILA 
Or Teddy! 
GOGO 
Nobody manages alone. We all need 
one another to make a good life. 
She takes a beaded skirt out of her bag. 
GOGO (CONT'D) 
I made this for you, Zinzi, from 
the beads of your magic dolls, when 
~ things looked very bad for you all. 
I made it in hope. It threads 
together your whole family. 
She holds up her arm, stripped of its bangles. 
GOGO (CONT'D) 
I added in some of my own, because 
we are all family now. 
VUYO 
Look, Zinzi, the colours match 
Mama's necklace. 
He points to the string of beads around Zinzi's neck. 
91. 
Zinzi puts on the skirt and whirls round, the beads blurring 
in a wash of colour. Sam whistles and the others cheer. Zinzi 
curtseys gracefully. 
ZINZI 
It's beautiful, Gogo! 
GOGO 
And you are beautiful, zinzi. You 
have truly become a young woman 
today. 
Zinzi beams with delight. 
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Gogo leans down to Leila and whispers in her ear. 
GOGO (CONT'D) 
I'll come by after work to hear 
all your stories from playschool. 
92. 
Leila gives Gogo a loud kiss on the cheek, before going on 
her way, her voice rising in a song of celebration. 
VUYO 
We did it! 
Vuyo breaks into a dance of victory. He shakes his bottom 
and flaps his arms all the way inside. Shrieking with 
laughter, Sam and Leila wriggle their way after him. 
Zinzi stands gazing over the row of rooftops stretching 
down the street to the harbour lights. 
She closes her eyes and feels with her hand for her 
heartbeat. 
MOTHER'S WHISPER 
Can you feel it? 
Gasping, Zinzi opens her eyes. 
ZINZI 
I can. 
.. 
Zinzi laughs joyously and shouts up into the star-lit sky. 
ZINZI (CONT'D) 
I can feel it! 
Zinzi stands quietly in the doorway, gazing at the mountain 
gleaming under the moon. 
From inside their home, come the laughing voices of Vuyo, Sam 
and Leila. Zinzi goes inside, closing the door behind her. 
EXT. ABOVE CITY - NIGHT 74 
We move from the children's home - the windows of which glow 
slightly brighter than any house in the street. We pass 
swiftly over the waterfront ... 
We soar out over the harbour glistening in the moonlight to 
Robben Island, where the dolphins leap and dive. 
We glide up the mountainside, where the baboon troop is 
settling down for the night. 
And up into the sky, where the mother eagle does a triumphant 
circle before settling next to the father eagle - on their 
nest on the highest crag. 
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93. 
CREDIT SEQUENCE 75 
The credits rollover a jaunty cabaret style rendition of the 
Boondogle dance - played by the carnival troupe from the New 
Year's celebrations. Zinzi, Vuyo, Sam and Leila start off, 
wiggling bums, giving high fives ... 
Mrs Valentine stands in an elaborate wedding gown, putting 
the finishing touches to her make-up. 
Enter the dolphins, baboons and eagles, the last with two 
cute but ungainly eaglet chicks in tow, whom Vuyo admires. 
The baby baboon runs to Sam and jumps in his arms. Zinzi 
strokes her dolphin friends. They all fall into the dance. 
Mrs Valentine checks her watch nervously. 
Enter Gogo and the beading women. 
Mrs Valentine impatiently taps her foot and scrabbles in her 
bag for her cell phone. 
Enter Mr Solomon and zinzi's girlfriends. 
Mrs Valentine listens to her phone, which declares in a 
tinny voice: 'The subscriber you have dialed is not 
. avai~ble on this network'. Mrs Valentine hurls the phone 
across the screen in disgust. 
Enter the tourists, the tour leader, the two-headed dog and 
the bead creatures. The children dance gaily in and around 
them all. 
Mrs Valentine rips her gown down the front and steps out in 
a clingy petticoat - loosens her hair and runs to join the 
dance. 
Now enters the Boondogle, in a sequinned Elvis suit and wig. 
with a nod to the carnival troupe, he grabs a microphone and 
sings a dance number. 
All the characters pair up, until just the Boondogle and 
Mrs Valentine are left. The Boondogle grabs her and they do 
a few spins together. 
On spotting his dolphin tail, the children rip off the 
Boondogle's wig and pull down his Elvis pants to expose his 
dolphin tail. Mrs Valentine, horrified, chases him off, 
kicking his bum. 
The children pull Mrs Valentine back into the curtain call. 
At the last moment the Boondogle - stripped of his suit -
runs to join Zinzi at stage centre, and the entire cast 
take a bow. 
